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In his poem "Zwei Fehler" Enzensberger uses the images 
"sparrows" and ••cannon" to represent the unequal opposites 
of poetry, the all too frequently insignificant utterance 
of an individual, and the institutions of power, social 
structures subject to change primarily through concerted and 
gradual pressure on the part of many. The interaction 
between the two has produced in Enzensberger a fundamental 
conflict: an irreconcilable tension between political 
commitment and political resignation. This conflict has 
been apparent to critics since the publication of his first 
collection of verse in 1957. What has not been considered 
is the possibility that it influences the very structure 
of Enzensberger's poems and the composition of their 
language. For, as this study sets out to demonstrate, 
there are at least five patterns which give evidence of such 
a link. 
These patterns may be divided into two principal 
groupings: those in the first present a direct confron-
tation within the individual poem of conflicting elements, 
allowing them to reach a paradoxical unity in their dis-
harmony; those in the second reveal in comparisons of 
separate poems the poet's uncertainty as to how to shape 
his work, whether to pursue short-term political effects or 
long-term poetic value. In the principle of "Entstellung 11 
Enzensberger found a basis for a language capable of 
expressing not only the dissonance of the modern world, 
iii 
but also his own complex, divided state; a language which 
denies words their conventional usage, revitalizing them 
in jarring and bewildering coniliinations. Two varieties of 
"entstellte Sprache" particularly favoured by Enzensberger 
are paradox and the "Mosaikspiel". Paradox is an effective 
literary means of uniting what is superficially incompatible, 
occurring in Enzensberger's work not only in isolated 
instances within individual poems, but also comprising on 
occasions the central pivot on which a whole poem may turn. 
The juxtaposition of sharply contrasting modes of language, 
as in the "Mosaikspiel", not only has the function of 
surprising and provoking the reader, but also exposes a 
principle of tension and dividedness working within the 
language itself. Poems which employ a "Doppelganger" or 
are based on the interplay of two distinct voices consciously 
incorporate tension into their very shape and represent the 
most explicit formal acknowledgement of conflict. The 
phrase "redender Rauch und :redendes Glas" has been used to 
denote the extremes of comprehensibility encountered in 
Enzensberger's work, between the clear and direct and the 
dark and oblique. These extremes appear to follow a pattern 
of the utmost proximity to a given subject or the utmost 
distance, depending on whether the poet has the imn1ediacy 
of political r~ge to communicate or cool indifference. 
Finally, it is evident that the poet's emotional political 
spontaneity allowed him initially to cast his poems in a 
loose "catal~gue" form, which in the course of time, as he 
;.1 
iv 
came to doubt the political efficacy of any poetry and was 
able to maintain a. greater distance from his subject-matter, 
developed more mature, disciplined variations. 
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Although W.B. Yeats once claimed that out of the 
quarrel with others we make rhetoric and out of the quarrel 
with ourselves, poetry, 1 German literature has demonstrated 
on more than one occasion that such a formula cannot find a 
universal application - if we are to consider Heine's 
"Zeitgedichte", Brecht's "D'emtsche Satirefn" or Wolf Biermann's 
Die Drahtharfe, for example, as more than mere rhetoric. It 
would seem that Yeats's words do hold true, however, in the 
case of Hans Magnus Enzensberger, because, although the latter 
has based much of his work, whether poetry or prose, on the 
conflict with others, his most successful and intriguing poems 
have been inspired by his not unrelated internal quarrel. 
This may largely be due to the fact that Enzensberger's 
external enemy appears vague, amorphous, even unconscious and 
innocent: as a wall against which to butt his head, the 
Federal Republic of Germany cannot compete with totalitarian 
regimes. Its benign intangibility and durability deprive 
Enzensberger of an adequate "objective correlative" 2 for his 
angry and contemptuous attacks, with the result that his work 
1. W.B. Yeats, Per Arnica Silentia Lunae (1917), 
Mythologies, Macmillan, London, 1959, p.331. 
2. T.S. Eliot, Hamlet (1919), Selected Essays, 3rd 






suffers from what Joachim Gunther calls "ein Missverhaltnis 
zwischen [dem] Pathos und dem Gegenstand". 3 
Enzensberger's conflict with others, however much it 
may monopolise the reader's attention, affords only an 
immediate, even superficial aspect of his poetry. Of greater 
interest is the quarrel with himself, which stems f~om a funda-
mental and irreconcilable tension between political commitment 
and political resignation, a tension which has implicated his 
very art - to the extent that Enzensberger has come to regard 
the writing of poetry as a form of political resignation, 
since in the words of W.H. Auden " ... poetry makes nothing 
happen: it survives I In the valley of its making where 
executives/ Would never want to tamper ... ". 4 That 
indecision and ambivalence lay behind even the most polemical 
early poems was obvious to Hans Egon Holthusen in his 1958 
essay on Enzensberger's first collection of poetry: "Sein 
leidenschaftlicher Pessimismus glaubt nicht an politische 
Erfolge" 5 ; and with reference to the poem "anweisung an 
sisyphos" 6 , Holthusen asks why the poet is so concerned with 
indictments of life, if his poetry insists on stressing life's 
absurdity: "Welchen Sinn hat es aber, Kritik des Lebens zu 
liben, wenn das Leben im ganzen sinnlos ist?" 7 More recently, 
3. Joachim GUnther, "Zornig und zart ... ", Eckart-
Jahrbuch, Witten/Berlin, 1964, p.3ll. 
4. W.H. Auden, In Memory of W.B. Yeats, Collected Poems, 
Faber, London, 1976, p.l97. 
5. Hans Egon Holthusen, Die Zornigen, die Gesellschaft 
und das Gluck, UE, p.41. 
6 • y_, p. 7 0. 
7. Holthusen, op. cit., p.61. 
) 
,, 
Reinhold Grimm has echoed Holthusen's comments in a more 
categorical statement of the poet's conflict: 
Gerade darin, dass Hans Magnus Enzensberger an 
jeglicher politischen Realit~t verzweifelt und 
dennoch leidenschaftlich zum politischen Handeln 
dr~ngt und aufruft, liegt das Paradox dieses 
Schriftstellers. 8 
On the one hand, Enzensberger impresses the reader as a 
ix 
committed poet, concerned with the "political alphabeticiz-
ation of Germany", 9 who from the very beginning, as Germany's 
first "zorniger junger t-'lann" 10 and at that stage admittedly 
without a clearly defined ideology, has attempted to make his 
readers aware that many things are "rotten" in the Federal 
Republic of Germany and indeed the world; and, on seeing 
the situation deteriorate, has gone so far as to advocate 
revolutionary solutions. On the other hand, there have always 
been signs in his poetry that all political activity is 
a Sisyphean labour, doomed from the start, that those he is 
attempting to "alphabeticize" are only worthy of contempt, 
that the poet himself operates on a level superior to the 
rest of humanity, an "Ein-Mann-Elite", 11 practising an 
"eli t~ren Asthetizismus". 12 
In spite of the not inconsiderable amount of attention 
devoted to Enzensberger by critics since the appearance of his 
8. Reinhold Grimm, Bildnis Hans Magnus Enzensberger. 
Strukturen, Ideologie und Vorgeschichte eines 
Gesellschaftskritikers, BASIS 4~ 1973, p.l42. 
9. "Die politische Alphabetisierung Deutschlands", 
Gemeinpl~tze, die Neueste Literatur betreffend, ~, 
p.53. 
10. See Holthusen, op. cit., p.40; and Alfred Andersch, 
1 (in Worten: ein) zorniger junger Mann, UE, pp.9-13. 
11. Paul Noack, Fremdbrotler von Beruf, UE, p.85. 
12. Hans Mathias Kepplinger, Rechte Leute von links -






first volume of verse, it is true to say that the bulk of 
it has been preoccupied with the unorthodox, indeed outrageous, 
thought-processes of his earlier poetic utterances. No doubt 
this interest has been fuelled by Enzensberger's essays and 
political writings, which may be seen as complementary to 
much of his poetry. As a consequence, however, his achieve-
ments in poetic technique have not received the scrutiny they 
deserve. Two notable exceptions to this are Reinhold Grimm, 
in his essay "Hontierte Lyrik" 13 which in a perceptive 
analysis of the poem "bildzeitung"~ provides the key to the 
structure of many poems in verteidigung der wolfe; and 
Gotthart Wunberg, who considers Enzensberger's "Umfunktio-
:n,ierung"of the literary quotation in "landessprache", for 
instance, as a vital formal contribution to the political 
content of a poem.~ Unfortunately, Grimm's analysis does 
not extend beyond verteidigung der wolfe, and Wunberg does 
not extend his examination beyond the use of the quotation . 
However, Grimm pioneered an understanding of the mechanics 
of the poetry, and Wunberg took a first step towards linking 
the mechanics to the content. In this study the intention 
is to go some steps further and investigate the formal 
correspondence to the conflict apparent throughout 
Enzensberger's poetic works, since it is clear that certain 
13 . UE , pp . 19 - 3 9 . 
14. y_, p.80. 
15. Gotthart Wunberg, Landessprache. Zu den politischen 
Gedichten von Hans Magnus Enzensberger, Duitse Kroniek 
(Amsterdam}, XIII, No. 2, 1961, pp.41-52; and Die 
Funktion des Zitats in den politischen Gedichten von 
Hans Magnus Enzensberger, Neue Sammlung, 4.Jg., Heft 




patterns do arise from this very conflict. Just as Enzens-
berger himself was able to conclude in his study of Clemens 
Brentano that the Romantic poet's conflict - resulting from 
a hiatus between the empiric and the poetic selves - found 
a "poetisches Korrelat" 16 in the language, so it seems 
legitimate to postulate such a claim for Enzensberger's own 
work. 
xi 
The dissertation revolves around four "Schwerpunkte" 
and falls into two halves. The first, comprising three of 
the "Schwerpunkte", is basically of an introductory nature 
and concerned with demonstrating the appearance of Enzens-
berger's conflict in three differing areas: in the critical 
reception, in Enzensberger's own writings on poetry, and in 
the actual content of his poetry. The second attempts to 
determine the patterns composed by the formal expressions of 
the conflict and thus constitutes the fourth and final 
"Schwerpunkt". The inclusion of a concise outline of Enzens-
berger's 11 Rezeption" has two aims in addition to that already 
mentioned: not only does it make clear such trends as there 
have been in the critical response to his poetry, but also 
highlights shortcomings and omissions. The discussion of 
Enzensberger's poetics reveals his endeavours to find a 
socially useful role for poetry, without sacrificing it to 
non-poetic interests, as well as documenting the subsequent 
retreat from his art. An examination of the content provides 
the opportunity of following, albeit somewhat cursorily, the 
development of his thought chronologically, from verteidigung 




der wolfe to Mausoleum, having recourse, where appropriate, 
to the poet's social and political writings. The second 
half of the study considers five formal patterns, the first 
two of which are intimately linked, and each of which may 
be traced to the poet's conflicting state of mind. The 
investigation limits itself here to a few specific poems 
in each section, from which the respective general pattern 
is extracted. Since Enzensberger has been preoccupied for 
all of his creative life with political matters, it has 
been felt necessary to conclude the dissertation with a 
brief discussion as to what extent, in the light of the 
findings in previous chapters, Enzensberger may be 






I ENZENSBERGER'S RECEPTION 
Although the name Hans Magnus Enzensberger possesses 
considerable literary resonance, not on the strength of that 
alone has he become a contemporary classic - included in 
numerous anthologies of twentieth century or post-war 
German verse, 1 frequently discussed in the literary sections 
of newspapers and academic journals, even studied in second-
ary schools. 2 His poetry was original and provocative enough 
to attract attention when his first collection appeared in 
1957, and he was intelligent enough to extend the anger in 
his poems to more solidly based essays, his craftmanship to 
discussions of modern poetry - both of which have provided 
critics of his lyrical output with substantial additional 
material. Yet despite the relatively wide range of 
Enzensberger criticism, among which some outstanding studies 
1. To give only a few examples: 
Walter Hollerer (ed.), Transit. Lyrikbuch der 
Jahrhundertmitte, Suhrkamp, Frankfurt am Main, 1956. 
Horst Bingel (ed.), Deutsche Lyrik. Gedichte seit 
1945, dtv, Mlinchen, 1963. 
Patrick Bridgwater (ed.), Twentieth-Century German 
Verse, Penguin, 1963. 
2. As numerous articles in Der Deutschunterricht make 
clear, e.g. : 
Emmy W. Hannover, Die Sprache des zeitkritischen 
Gedichts. Gedichte von Enzensberger im Unterricht, 
20.Jg., Heft 5, 1968, pp.22-37. 
Alwin Binder, Unterrichtsmodell zur Behandlung von 
Enzensbergers Gedicht "flechtenkunde" in der 13. Klasse 
des Gymnasiums, Heft 1, 1971, pp. 100-120. 
Karl-Heinz Welder, "geburtsanzeige"-"konjunktur"-
"schl~ferung". Drei ~nzensberger-Gedichte im 






are to be numbered, to date only two books have been 
published which devote themselves primarily to Enzensberger's 
work; and it would be a mistake to speak in terms of different 
3. Hans Mathias Kepplinger, Rechte Leute von links-
Gewaltkult und Innerlichkeit, op.cit. 
Arthur Zimmermann, Hans Magnus Enzensberger. Die 
Gedichte und ihre li teraturkri tische Rezeption, 
Bouvier, Bonn, 1977. 
The latter, as its title suggests, is concerned with 
the reception of Enzensberger's poetry amongst critics, 
particularly those employed in a journalistic 
capacity, and takes into acount only the first three 
collections of verse. Zimmermann bases his work on the 
premises of "Rezeptionsasthetik" and comes to the 
conclusion that much of the Enzensberger criticism 
endeavours not so much to discuss the poems as to 
communicate to the reader the critic's own "Erkenntnis-
interesse ... seine Wertungen, literarischen Vorstell-
ungen etc" (p.210}. This tendency reveals itself 
particularly in the work of conservative or moderate 
bourgeois critics, who are unwilling to accept politics 
as a legitimate object of literary expression and there-
fore adhere to "formal-asthetische Kategorien" and avoid 
an "inhaltliche Auseinandersetzung" (p.210} in evalu-
ating Enzensberger's poetry. Zimmermann's claim that 
the formal side has been examined at the expense of 
content is not supported by the author of this present 
study. Although neither side has received adequate 
attention, it would seem that owing to the ideological 
shortcomings of the majority of critics Z~mmermann's 
complaints might have been more accurately directed 
against the misinterpretation rather than the neglect 
of the content. 
There are in addition to the above two doctoral 
dissertations, originating from the United States, 
which provide surveys of Enzenberger's work from its 
inception to 1974/5; Michael T. Buckley, Art is not 
Enough. Hans Magnus Enzensberger and the Politics 
of Poetry, Diss., University of Massachussetts, 1975; 
and Rainer Hans Dimter, Eine ide6logiekritische 
Untersuchung des bisherigen ~'Verkes von Hans Magnus 
Enzensberger, Diss., University of Colorado, 1975. 
Both treat Enzensberger's work in an "encyclopaedic" 
manner and, although illuminating in minor details, 
afford no new major insights. For this reason they 





"schools" of Enzensberger criticism. He is still too recent 
a literary phenomenon to have been accorded any full scale 
studies of his work; and in any case, it is still too 
early to make an assessment of his life's work. 
Nevertheless, his work has produced in several cases 
strong reactions, and it is possible to register certain 
differences among such reactions. There are some critics 
who have managed to consider his poetry without finding it 
necessary to resort to their respective ideologies; but 
most others manage to contribute useful work only in spite 
of ideology. For Enzensberger's poetry and critical writings 
have caused polarization on the Left and on the Right. East 
German critics, among whom the most prominent is Dieter 
Schlenstedt, with at least three articles 4 on Enzensberger 
to his score, lament that Enzensberger does not go far enough 
in his social criticism; conservatives such as Rudolf 
Kramer-Badoni 5 or Helmut J~aesrich, .6 complain that he goes 
too far. The discussion becomes rather less than productive 
when Peter Hamm, for instance, in applauding Enzensberger's 
"renunciation" of literature in the late 1960's, is reduced 
to calling Hans Egan Holthusen a "Faschist", 7 or when Kramer-
Badoni feels challenged by Enzensberger's poetry into stating 
his commitment to democracy a la Bundesrepublik and even into 
4. Dieter Schlenstedt, Aufschrei und Unbehagen. Notizen 
zur Problematik eines westdeutschen Lyrikers, Neue 
Deutsche Literatur, 9. Jg., Heft 6, 1961, pp.ll0-127; 
Die schwierige Arbeit des Hans Magnus Enzensberger, 
Ibid., Heft 7, 1965, pp.l51-163; Unentschiedener 
Streit? Zur Poesie und Poetik Hans Magnus Enzensbergers, 
Sonntag (Berlin/DRR), No.l5, 1966, pp.ll-12, (UE, 
pp.ll5-127). --
5. Rudolf Kramer-Badoni, Der Mensch, den es noch nicht 
gibt, UE, pp.70-73. 
6. Hellmuth Jaesrich, Nur anderthalb Einzelheiten, Der 
Monat 169, October 1962, pp.68-76. --







defending Christianity. 8 
Abuse and confessions tend to be more informative of 
the critics themselves than the poet under scrutiny and add 
little or nothing to an understanding of the poetry. For 
the sake of convenience, however, it is necessary to group 
the critics round their various standpoints. Others must 
stand apart as exceptions. Only those articles or reviews 
which have contributed more than ideological platitudes or a 
sheer repetition of what had been previously brought to light 
will be discussed. 
The first complex of critics to be considered 
includes those who do not feel that Enzensberger's only 
escape from the political impasse into which he has 
manoeuvred himself is radical or East European socialism, 
but who may at the same time state or merely intimate that 
].,' ulS attacks on the Western world are excessive. This 
category does not take into account the limited number of 
critics who deal exclusively with questions of form and 
language nor those who are able to examine his work from a 
more or less neutral angle. 
Critics were not slow to bestow upon Enzensberger the 
title "Angry Young t1an": he had aroused much attention with 
his "bose gedichte" 9 in verteidigung der wolfe, and because 
he seemed to represent no specific ideology, the term was 
sufficiently vague to be appropriate. Both Hans Egon 
8. Kramer-Badoni, op.cit., p.73. 






Hol thusen 10 and Alfred Andersch 11 made use of the term in 
1958, and the word "Zorn" has since become a reference point 
for discussion of his poetry. Nevertheless, Holthusen saw 
more than just negative aspects of anger: 
Zornig sein heisst: ein Herz haben, ein Gewissen 
und die Intelligenz eines mundigen Menschen, urn an 
der Herzlosigkeit, Gewissenlosigkeit und Durnmheit 
einer entmenschten Welt ein Argernis zu nehmen. 12 
Martin Walser in 1961 regarded the "Angry Young Man" title 
as inaccurate, claiming that he saw in the poems "mehr 
Klage als Anklage" 13 and stressing the lyrical side of his 
poetry. Christening him a "zorniger junger Mann" had the 
effect of neutralizing him, of no longer taking him seriously. 
This is true to the extent that Holthusen, for example, is 
somewhat patronizing about Enzensberger's social criticism; 
for him such aspects only showed "einen geraden Weg ins 
Absurde" 14 and therefore he gives preference to the warmer 
or lyrical poems: 
10. Hans Egon Holthusen, Die Zornigen, die Gesellschaft 
und das Gluck, op.cit. 
11. Alfred Andersch, 1 (in Worten: ein) zorniger junger 
Mann, op.cit. 
12. Holthusen, op.cit., pp.41-42. 
13. 
14. 
Martin Walser, Einer, der auszog, das Furchten zu 
verlernen, UE, p.BO. For a recent treatment of 
Enzensberger's image as an "angry young man", includ-
ing support for Walser's misgivings at the use of the 
term, see Dietrich Steinbach, Hans Magnus Enzensberger 
- Zur Rezeption und Wirkung seines Werks, Text + Kritik 
49, January 1976, pp.41-55; particularly pp.44-49. 
According to Steinbach, the "trade-name" "angry young 
man" makes the poet a consumer object: 
Die ihm aufgepragte "Marke" des "zornigen jungen 
Mannes" tragt mit der Zeit ebenso zur Vermarktung 
und zum Konsum bei, wie die zudiktierte Rolle des 
"Muster-Non-Konformisten", des "gewohnheits-
massigen Protestierers" und "Blirgerschrecks" dazu 
flihrt, dass der Autor "gar nicht mehr so ernst 
zu nehmen ist" und seine Gedichte zu Gegenstanden 
der Zerstreuung und des politisch-intellektuellen 
Amlise~ents werden. (p.47). 





Wo Enzensberger sich politisch gibt, da wirkt er 
wie berauscht und nicht selten wie von Klischee-
vorstellungen verfuhrt . . . Wo er aber mit den 
kardinalen Urerlebnissen der menschlichen Seele 
zu tun hat, da findet man ihn auf eine kraftvolle 
Weise ernlichtert.~ 
Three further points stressed by Holthusen are the 
6 • 
"unpoli tische Robinsonade;• 16 "Freiheit durch Einbildungskraft 1117 
and "die Groteske des absoluten Gllicks 11 • 18 The first relates 
to the idyllic strand in Enzensberger's poetry, which 
represents, according to Holthusen, an aesthetic protest 
against the civilized world; the latter two offer a purely 
poetic solution to the immutability of the technocratic and 
bureaucratic forces with which he is confronted, as 
exemplified in the two poems "sieg der weichseln" 19 and 
"utopia". 20 
If it is true that Holthusen renders Enzensberger's 
social criticism virtually impotent, it is also true that 
he was aware of what was to become one of Enzensberger's 
main preoccupations, which does not confine itself to his 
poetry; the link between politics and evil, 21 summarized by 











Ibid., p. 66. 
y_, p.30. 
y_, p. 2 6 • 
In Politik und Verbrechen, (Suhrkamp, Frankfurt am 
Main, 1964), Enzensberger seeks to provide a theor-
etical basis for and some concrete examples of this 
link. 
22. Holthusen, op.cit., p.SS. 
~~ ' ' 
~' 
,o' 
' ~ .·· ' 
( 
7. 
he took the theme up again in an article 23 devoted to 
Enzensberger's poem 11 An Niccolo Machiavelli geboren am 3. 
Mai 1469 n. 24 Here the poet's attitude, instead of 
expressing condemnation, is seen as highly ambivalent: both 
condemnation and admiration are to be registered. 25 The 
11 Realpolitik 11 apologist of the Renaissance is not, as might 
be expected, contradicted in the poem, but his ideas are 
grudgingly confirmed. The question is an important one and 
we shall return to it at a later stage, but Holthusen's 
treatment of it may be related to the themes of his 
earlier~ more exhaustive essay, in which he sees Enzensberger 
as both "committed 11 and pessimistic, angry and resigned, 
seeking refuge from political reality in the idyll and 
absurd Utopias. 
Kurt Oppens is the author of two articles 26 on 
Enzensberger, the second of which is also concerned with 
Paul Celan and will not come under consideration here. The 
heart _of the_ earlier article, 11 Pessimistischer_ Deismus 11 -
which begins with a claim that the poet's technical 
virtuosity limits the effectiveness of his public utter-
ances: 
23. 
"Offenbar macht der Dichter in Enzensberger_dem 
Holthusen, Ein Bruder des Machiavell? Zu einem 
Gedicht von Hans Magnus Enzensberger, Merkur 291, 26. 
Jg., Heft 7, 1972, pp.693-701. 
24. §_, p.l25. 
25. Holthusen, Ein Bruder des Machiavell? p.697. 
26. Kurt Oppens, Pessimistischer Deismus, Merkur 186, 
Heft 8, 1963, pp.786-794; Bluhen und Schreiben im 
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8. 
Propheten das Leben sauer" 27 and describes the dynamic 
nature of the poems (" . . . in ers ter Linie Aktionen" 28 ) -
places Enzensberger in a quasi-religious context. It does 
so by characterizing the dualism that we have already met 
in Holthusen's remarks, in the following manner: 
Ein weltabgewandtes, reines Jenseits ... steht in 
scharfstem Kontrast zu unserem verworfenen 
Diesseits, in dem sich nur noch Reste eines 
verlorenen Paradieses erhalten haben.~ 
The "Diesseits", the world as we know it, is penetrated 
through and through by what Oppens calls "die Erfahrung des 
Bosen", 30 and "Gott" is banned to the unreachable distance 
of the "Jenseits", in other words, Enzensberger's Utopia. 
Oppens is correct in seeing Enzensberger's salvation as 
something unattainable, a theme that is later taken up by 
Karl-Heinz Bohrer and Helmut Gutmann, but Enzensberger's 
"Jenseits" does not necessarily presuppose God. 
The idyllic and arrogant features of Enzensberger's 
poetry are the principal subject of the essay "Fremdbrotler 
von Beruf" by Paul Noack. 31 Noack sees Enzensberger in 
negative terms, asking what alternatives for the present-
day situation Enzensberger has to offer: "Was ist die 
Gegenwelt, die erstrebenswerte Welt, die er flir den 
schockierten Zei tgenossen parat halt?" 32 and accusing him 
27. Oppens, Pessimistischer Deismus, p.786. 
28. Ibid., p.789. 
29. Ibid., p. 791. 
30. Ibid. , p.792. 
31. Paul Noack, Fremdbrotler von Beruf, UE , pp . 8 3-9 8 . 








of attempting to follow in the footsteps of Rousseau in 
his glorification of Nature and the elements. The poet is 
described as an "Idylliker der Moderne" 33 and is compared 
with Stefan George as a "Dichter-Priester". 34 In a discussion 
of the formal characteristics of the poetry, Noack notes the 
link with "Manierismus" and,like Oppens, sees the dynamic 
nature of Enzensberger's language, its prime strength lying 
in the verb rather than the adjective. The clash between the 
poet's social and aesthetic conscience is expressed in this 
essay by neat - and to a certain extent meaningless -
formulations such as "ein Progressiver wider besseres Wissen", 35 
'lanarchistischer Konservativer" 36 and "die Revolte des 
radikalen Asthetizismus". 37 What they do convey however is 
the fact that Enzensberger's work is marked by paradox and 
contradiction. 
The question of the idyll was raised once more by 
Werner Weber in 1964. 38 With regard to the volume 
blindenschrift, which was published in the same year, he 
saw the poems as " ..• verneintes Idyll, Botschaft von der 
Unmoglichkei t des Idylls" 39 and answered Noack's question 
as to what alternatives Enzensberger had to offer with the 
statement: "Enzensbergers Gedichte geben keine Losungen. 
Aber Wachhei t zum :lliragen. " 40 It was also Werner Weber, who 
33. Ibid. , p. 9 3. 
34. Ibid., p. 96. 
35. Ibid. 
36. Ibid. 
37. Ibid., p.97. 
38. Werner Weber; "blindenschrift", UE, pp.99-105. 
39. Ibid., p.99. 








in his "Nachwort" to the 1962 selection Gedichte. Die 
Entstehung eines Gedichts , had classified Enzensberger as 
a "Clown" and therefore a "Moralist", 41 and had further 
divided Enzensberger's use of language into the useful 
categories "redendes Glas" and "redender Rauch". 42 
After Enzensberger's third volume of verse, blinden-
schrift appeared in 1964, critics were able to articulate 
more clearly the central contradiction or problem that both 
Holthusen and Noack had alluded to earlier: the problem 
of expressing a critical stance in a poetic form. Peter 
Schneider in his review of blindenschrift , 43 Patrick 
Bridgwater 44 and Otto Knorrich 45 all agree on this one point 
in assessing Enzensberger's work: 
41. 
Die Anstrengung, das, "was der Fall" ist, 
festzuhalten und ihm dennoch ein poetisches 
Bild abzugewinnen, ist den meisten Gedichten 
der blindenschrift anzumerken. 46 
GEnt, p.87. 
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Such is the verdict of Peter Schneider, who also notes the 
obvious, namely that the "anger" which was so familiar to 
readers of the first two volumes of verse, has been more or 
less abandoned here, a feature that provides inspiration for 
the title of another review, "Verstummt ist der wortgewaltige 
Zorn" by Rudolf Hartung. 47 vJith Michael Hamburger, 48 Patrick 
Bridgwater supplies the principal Anglo-Saxon contribution 
to Enzensberger criticism. Like Hamburger he comes to the 
conclusion that the poems in blindenschrift were 
Enzensberger's most successful to date: "The angry young man 
has given way to the poet, and satire accordingly gives way 
to poetry". 49 The earlier volumes come in for some harsh 
criticism, deppite the fact that Bridgwater is not insensitive 
to the reasons for the poet's ~nbridled anger: 
47. 
48. 
... his poetry is too often written at a flat 
rate of charges, his anger directed at all 
corners ... his "Klartext" is not alway poetically 
articulated and patterned ... parody outweighs 
commitment 50 
Rudolf Hartung, Verstummt ist der wortgewaltige Zorn, 
Die Welt der Literatur, 17.9.1964. Cf. the comment 
of Heinrich Vormweg in Vern Ende des lyrischen Ich, 
Die Worter und die Welt, Luchterhand, Neuwied/Berlin, 
1968, p.88: "Der wiitende Zorn ist verdampft". 
Michael Hamburger, Welt und Ich, Der Monat, February 
1961, pp.63-67. Also introduction to Hans Magnus 
Enzensberger, Selected Poems, trans. by Michael 
Hamburger, Jerome Rothenberg and the author, Penguin, 
1968. 
49. Patrick Bridgwater, op.cit., p.243. 









More than any other critic, with the possible exception of 
Holthusen, Bridgwater sees the influences of other poets in 
Enzensberger's work: Eich, Brecht, W.C. Williams, Auden, 
Neruda, Benn, Georg Heym, and, with regard to the three long 
poems in landessprache, the American "beat" poet Allen 
Ginsberg. In the opening poem of blindenschrift, 
"kuchenzettel", Bridgwater notes "the rediscovery of reality.~. 
accompanied by the rediscovery of self", 11 the genuine personal 
(as opposed to social) commitment" 51 and as the outstanding 
poem in the book, he singles out "lachesis lapponica 11 , 
because the poem is seen as a solution to the problem which 
Schneider formulates and which Bridgwater himself calls the 
11 Conflict between lyric poet and socialist realist or 
satirist", in that the poet decides, or capitulates, in 
favour of 11 poetic involvement". 52 However, to claim that the 
poet chooses one side or the other is a trifle bold, because 
to do so is to miss the fundamental ambiguity in the poem. 53 
In any case, one wonders if the critic himself is satisfied 
with such an interpretation when he goes on to say: "Social 
and personal (poetic) involvement do not s9 much coincide 
as fuse and clash fruitfully", for here he is closer to 
the truth: the clash is a dialectical process which includes 
neither the rejection nor the complete acceptance of either 
side. Such a synthesis of the two opposing factors is also 
51. Ibid., pp.250-251. 
52. Ibid., p.253. 
53. This poem is discussed in more depth in Chapter III, 










seen by Hans Bender 54 in certain poems of blindenschrift: 
these poems he names "Dinggedichte", using a term commonly 
applied to Rilke's Neue Gedichte, and gives as examples 
"flechtenkunde" and "leuchtfeuer" in particular: 
In solchen Beispielen wird Enzensberger zum 
Lyriker, bei dem Funktion und Vergnligen sich 
nicht mehr trennen lassen, ja, gar nicht mehr 
zur Diskussion stehen. 
For Otto Kn6rrich "das entscheidende klinstlerische 
Problem Enzensbergers" is "die kritische Haltung in Kunst 
liberzuflihren", 55 and he speaks of the narrow path between a 
direct statement and artistic wordplay, thus echoing the 
words of Schneider and Bridgwater. However, Kn6rrich's 
most interesting comments relate to the imagery, in that 
he divides the symbols into two distinct groups, indicating 
the basic dualism in the poet: 56 the first group embracing a 
timeless, pure, "Macedonian" existence, and the second a 
corrupt and dehumanized existence. Similarly, Helmut 
Gutmann claims that certain symbols or motifs comprise the 
essential ingredients of Enzensberger's pure and innocent 
Utopia: the colour white in particular he regards as having 
a key function. In common with Holthusen, Gutmann considers 
that such a Utopia provides the poet with an alternative to 
the world of power, technocracy and manipulation; but 
whereas Holthusen reduces this alternative to a figment of 
the poet's imagination, Gutmann is prepared to take it more 
seriously. For him problems arise, however, in the fact that 
54. Hans Bender, Das schwierige Vergnligen an Gedichten 
Enzensbergers, Frankfurter Allgemeine Zeitung, 
24.11.1964. 
55. Otto Kn6rrich, op.cit., p.542. 
















Enzensberger's Utopia has its origins in the negation of 
the negative; hence the central role played by the colour 
white, which is defined as being the absence of any colour, 
and therefore linked a priori with the negative: "Gut ist 
flir Enzensberger die Abwesenheit des Bosen, positiv die 
Negation des Negativen".~ Nothingness, "das Nichts", 
becomes the opposite of the unsatisfactory existing world, 
and is thus on a par with the unattainable "Jenseits" 
postulated by Oppens, and reduced virtually to absurdity: 
Zwischen der radikalen Negation des Bestehenden 
und der komplimentaren Erhebung des Nichts zum 
Ideal bleibt Enzensberger nur ein verschwindend 
kleiner Raum~ 8 
Gutmann's argument loses much of its validity, however, 
when one takes into account those poems of Enzensberger's 
which do present positive and attainable, if modest, goals: 
the warmth of many of the "freundliche gedichte" in 
verteidigung der wolfe -even of "fur lot, einen makedonischen 
hirten", which Gutmann uses as an example of "negation of 
the negative" 59 - and the sober coming to terms with reality 
in several of the blindenschrift poems. Not unrelated to 
Gutmann's is the contribution of Karl-Heinz Bohrer, whose 
remarks do not direct themselves so much to the poetry as 
to Enzensberger's prose writings. Nevertheless, what is 
applicable to Deutschland, Deutschland unter anderm , 
"Berliner Gemeinplatze" and Der kurze Sommer der Anarchie 
is in this case equally applicable to much of the poetry. 
57. Helmut Gutmann, Die Utopie der reinen Negation, The 
German Quarterly, No. 3, May 1970, p.440. 
58. Ibid., p.449. 











Bohrer sees the revolution or the radical Utopia, which 
Enzensberger advocates, as a metaphor, as a "literary 
fiction": 60 "Enzensbergers Revolution bleibt esoterisch. 
Sie ist ein schoner Name flir etwas, das real nicht 
stattfinden kann. Nicht hier, nicht heute oder morgen". 61 
Where Oppens and Gutmann perhaps leave some room for fulfil-
ment, Bohrer denies absolutely the possibility of Enzens-
berger attaining his Utopian ideals - what Bohrer elsewhere 
calls a "ruckwarts gewandte Utopie" or "asthetische Utopie'', 62 
which have little to do with social and political reality, 
and cannot be brought into the terms of reference of any 
meaningful ideological discussion. 
Although approaching from a different angle, Bohrer 
is nevertheless extremely close to the opinions of the 
critics on the Left. The common denominator in this case 
may be reduced to the term "Ideologieverdacht", which Hans 
Mayer applies to the whole generation of post-war West German 
authors, including Enzensberger - particularly in the case 
of two poems which, while consciously alluding to Brecht, 
beg to differ with the latter's "aufklarerische Grund-
position •e: 63 "weiterung" and "ins lesebuch fur die 
oberstufe 11 • 64 It is such scepticism on Enzensberger's part 
60. Karl-Heinz Bohrer, Revolution als ~1etapher, UE, p.273. 
61. Ibid., p.272. 
62. Karl-Heinz Bohrer, Der Lauf des Freitag. Die ladierte 
Utopie und die Dichter. Eine Analyse, Hanser, M.linchen, 
1973, pp.57 and 61. 
63. Hans Mayer, Zur deutschen Literatur der Zeit, Rowohlt, 
Reinbek bei Hamburg, 1967, p.280. 








which Marxist critics, whether motivated by genuine 
conviction or the force of circumstance, consider forms the 
fatal flaw in his work. Bohrer does not suggest that 
Enzensberger join the DKP, for example, or 11 defect" to East 
Germany in order to realise his revolution or Utopia: East 
German critics on the other hand imply that it is the only 
alternative available to him. This theme, coupled with a 
more or less obligatory affirmative attitude towards the DDR, 
runs through the work of Dieter Schlenstedt, ~verner 
Stapelfeld, Klaus v7erner and Ursula Reinhold. In the period 
1961-1966 Schlenstedt produced at least three articles 
devoted to Enzensberger's poetry, which should not be 
dismissed merely because of their ideological leanings, for 
many of his remarks are perceptive and he does at least 
consider Enzensberger a gifted poet not far removed from 
taking the correct step to complete respectability: "Im 
Grunde will sein Gedicht ein Gedicht des Glaubens sein, das 
Gedicht der Hoffnung, das Gedicht an jemanden gerichtet". 65 
Schlenstedt's principal achievement is to perceive the 
"Doppelganger" motif in several of Enzensberger' s poems, 
coming to the conclusion that it is an expression of two 
conflicting stances in the poet: 
Hier stehen zwei Haltungen einander gegenuber -
das direkte oder indirekte Partizipieren an einer 
Welt voller Schmutz, Menschenfeindlichkeit und 
Kriegsvorbereitung und die hlli~anistische Rebellion 
gegen sie. 66 
However, one can also detect a certain smugness in 
65. Dieter Schlenstedt, Aufschrei und Unbehagen, op.cit., 
p.l26. 







Schlenstedt's writings, as if he, having reached his goal, 
is watching Enzensberger making a painful and sturobling 
start, albeit in the right direction. Schlenstedt is able 
to read certain poems and proclaim: nnas sind Motive und 
Bilder, unvertraut fur uns, die wir in anderer Welt anders 
flihlen 11 • 67 His critic ism becomes even more explicit when he 
considers Enzensberger's ideological position: 
Er mochte seine Hoffnungen verwirklicht sehen, 
noch aber kann er die Barriere "Antikommunismus", 
die eben diesen Hoffnungen, seinem Lebensbild 
entgegengestellt wurde, nicht liberwinden; noch 
bekennt er sich nicht ausdrlicklich zu dem 
humanistisch-demokratischen Hertmassstab, aus dem 
seine Kritik geboren ist; noch sucht er "Waffen" 
gegen den Sozialismus, glaubt er an individuali-
stische Losungen. 68 
But vlhatever one may think of Schlenstedt' s misgivings, he 
is able to provide a convincing explanation of some of the 
processes which have led Enzensberger into the blind alley 
in which he has received so much criticism from Left and 
Right. Schlenstedt is also far-sighted enough not to 
condemn the volume blindenschrift out of hand as showing 
regressive tendencies because of the seeming withdrawal into 
the self: he is aware that in a key poem such as 11 lachesis 
lapponica" a heal thy kind of '1Doppelganger 11 is present, 
namely: "der spottische Kri tiker der Fluchtposi tion", 69 
which keeps alive the possibility of genuine commitment. 
Ursula Reinhold on the other hand is harsher on Enzensberger 
in the case of the blindenschrift poems: unlike Schlenstedt 
67. Ibid., p.llO. 
68. Ibid., p.ll5. 
69. Dieter Schlenstedt, Die schwierige Arbeit des Hans 











she does not see a way out in the form of self-criticism, 
merely a preoccupation with "der eigene Widerspruch", which, 
she concedes, is cultivated "mit Meisterschaft". 70 In 
addition she accuses the poet of basing his criticism of 
"der wirkliche Sozialismus" on 11eine illusionare Vorstellung 
von einem staatsfreien Sozialismus ... , der Machtmittel 
weder besitzt noch braucht ... " 71 
Similar shortcomings are found by Werner Stapelfeld 
in his doctoral dissertation 72 which centres around the 
second collection of poems, landessprache. Confronted by 
two unsatisfactory Germanies, the poet, in Stapelfeld's 
opinion, attempts to portray a future Germany founded on 
an illusory 11 dri tter VJeg". 73 In Marxist terms Stapelfeld 
also makes clear the contradiction in Enzensberger's work 
between "objektiver Reali tat" and "subjektiver Weltsicht". 74 
But unless one thinks in wholly negative terms, it is hard 
to picture the Germany of the 11 third way" as a result of 
re~dinglandessprache: in fact, no alternative appears in 
this volume, unless the private identification with the 
elements in the latter half is to be counted as such. As 
Michael Hamburger explained in 1961: "Zur Zeit geht es 
ihm noch urns Aufraumen ... ". 75 More convincing is Stapel-
feld's interpretation of the structure of the volume 
70. Ursula Reinhold, Literatur und Politik bei Enzens-
berger, Weimarer Beitr~ge, Heft 5, 1971, p.lOO. 
71. Ibid., pp.ll2-113. 
72. Werner Stapelfeld, Hans Magnus Enzensberger: "landes-
sprache". Untersuchungen zu Aussage und Struktur des 
neueren deutschsprachigen Gedichtbuchs. Zur Kritik 
seiner ideologischen Tendenzen, Diss., Jena, 1968. 
73. Ibid., p.230. 
74. Ibid. 











landessprache, which he claims is a "bewusst konzipiertes 
und komponiertes Produkt seines Autors", 76 based on the 
three central long poems "landessprache", "schaum", "gewimmer 
und firmament". The book moves thematically from "Land" to 
11 Zeit" to "Sein", the short intervening poems being considered 
as additions and completions, therefore dependent on the 
three central poems.n 
Enzensberger shares another East German dissertation 
by Klaus Werner with Peter Riihmkorf, Gunter Kunert and Uwe 
Berger, like him members of the 11 jiingere Generation" of 
post-war German poets. 78 ~verner expresses the by now 
familiar reservations about Enzensberger in defining him as 
"der Ganz-Andere", sceptical and exclusive, and comparing 
him with Kunert: 
Der Ganz-Andere Enzensberger also, aber Kunert, 
der fiir andere da ist. Und ... -: Der Zweifel 
~n der Besserungsmoglichkeit der Welt dort, die 
Uberzeugung von ihrer Veranderbarkeit hier. 79 
However, Werner sees reason to praise Enzensberger as a poet 80 
and in a later chapter even goes so far as to suggest that 
Ruhmkorf and Enzensberger, despite their ideological 
omissions, are more able to 11 convince lyrically" ( 11 lyrisch 
liberzeugen ") 81 than Kunert and Berger. vverner also agrees 
with Schlenstedt in seeing blindenschrift as displaying 
signs of a new, though still undetermined, direction on 
76. Werner Stapelfeld, op.cit., p.S. 
77. Ibid., pp.l60 and 230. 
78. Klaus Werner, Zur sozialistischen und biirgerlichen 
deutschen Lyrik nach 1945. Die jiingere Generation: 
Kunert und Berger- Enzensberger und Riihmkorf, Diss., 
Leipzig, 1969. 
79. Ibid., p.37. 
80. Ibid., p.l26. 










the part of the poet. 82 
As mentioned above, East German critics are not 
alone in their attitude towards Enzensberger: their views 
are shared to a large extent by Hans Mathias Kepplinger, 
for example, who may be numbered among Enzensberger's 
sharpest critics. Kepplinger's book Rechte Leute von links 
is more concerned with Enzensberger's political prose 
writings than with his poetry; nevertheless, the following 
central criticism may be equally well applied to much of 
the poetry. 
Er beschreibt ... meist extreme Zustande oder 
Theorien, die er als den "eigentlichen" Charakter 
der Realitat ausgibt, und spielt dabei, ohne dass 
er die Massstabe seiner Kritik deutlich machen 
wlirde, mit besondererVorliebe Ideale gegen die 
Realitat aus. 83 
In a section entitled 11 Asthetik" the poetry, and more 
particularly the writings on poetry, are discussed . 
Kepplinger's basic criticism here is that Enzensberger uses 
aesthetic categories to judge society and is thereby able 
to condemn it on the strength of a general lack of taste: 
politics and the manipulators of power are seen as being 
particularly nunaesthetic 11 • According to Kepplinger, 
Enzensberger sees society's salvation as lying in the 
application of aesthetic products, in the forefront of which 
comes poetry. In the essay "Poesie und Poli tik '' 84 
Enzensberger considers poetry to be uniquely subversive by 
82. Ibid., p.l66. 
83. Hans Mathias Kepplinger, op.cit., p.l3l. 









its very nature, because the powers-that-be do not have 
it at their disposal. Kepplinger's refutation of 
Enzensberger's premise is simple and effective, denying 
poetry its privileged role as a subversive force: 
Denn nicht nur die Poesie, sondern jede individuelle 
Ausserung, jede gesellschaftliche Spontaneitat 
bedroht in einer totalitaren Herrschaft die Struktur 
der Herrschaft, in6tem sie sich ihrem vollstandigen 
Flihrungsanspruch entzieht. 85 
That Enzensberger had to lavish so much attention on poetry 
and accord it so much political efficacy at the time of 
writing "Poesie und Politik 11 (1962) seems to indicate the 
weakness of his social and political philosophy, and left 
him open to such Left-wing criticism. 
After the publication of blindenschrift in 1964, 
Enzensberger became singularly reticent with regard to poetry 
until the volume Gedichte 1955-1970 appeared in 1971. This 
reticence was taken as a sign that he had halted his 
production of poetry altogether, although as the 1971 volume 
made obvious, this was not the case. Peter Hamm, who worked 
from the premise "Kunst ist Ersatzbefriedigung",~ attacked 
the poetry as offering "Ressentiments oder Sentiments 11 
instead of "Aufklarung",~ regarding blindenschrift as a 
"Ruckschritt" 88 compared to the earlier volumes, and welcomed 
Enzensberger's "silence" with the words: 
85. Kepplinger, op.cit., p.l24. 
86. Peter Harnm, op.cit., p.252. 
87. Ibid., p.258. 








Seit 1964, seit er die Produktion eingestellt und 
sich jenen zugesellt hat, die ihn vielleicht gar 
nicht zu "wi.irdigen 11 wissen, hat Enzensberger mehr 
getan als ein Dichter tun kann. 89 
22. 
Shortly afterwards Hamm's article was sharply criticized by 
the poet Yaak Karsunke, who claimed that what Harnm welcomed 
in fact represented "die Kapitulation, die Selbstaufgabe der 
Kunst" 90 and ends his article by quoting the words of Brecht: 
In den finsteren Zeiten 
Wird da auch gesungen werden? 
Da wird auch gesungen werden 
Von den finsteren Zeiten 
For Karsunke, as for Brecht and indeed Enzensberger, the 
"dark times" present a challenge to the poet: is he to sing 
of them or to keep silent about them, as bourgeois art has 
done for so long? Not even the East German critics would 
propose that Enzensberger choose silence. We must therefore 
place Hamm's remarks specifically in the context of the 
political events that were also uppermost in Enzensberger's 
mind in 1968. 
The final group of critics who are worthy of mention 
is connected not by ideology, but by the fact that they 
treat Enzensberger' s poetry as poetry and not as a manifesto. 
They are able to look past the smokescreen raised partly by 
the poet himself in verteidigung der wolfe and landessprache 
to questions of structure, to the nature of the political 
poem. Reinhold Grimm, perhaps the most eminent of all 
Enzensberger critics, devotes his essay "Montierte Lyrik" 
almost exclusively to Enzensberger's poetic techniques. 
89. Ibid., p.262. 










Indeed he stresses at the beginning: "Aber der Gehalt ist 
nicht das Entscheidende: entscheidend sind die formalen 
Mittel, deren sich das Gedicht bedient". 91 It would be 
premature at this stage to discuss Grimm's article in 
detail , as it will be returned to in a later chapter. 
Suffice it to say that in analysing in depth the poem 
"bildzeitung11 , he is able to extract the fundamentals of 
the poet's use of language, which may be reduced to the 
formula: "Dieses Zerlegen und Umbauen des Wortmaterials". 92 
In a more thorough manner than Holthusen, Grirrun links 
Enzensberger with a perhaps unlikely poetic companion, 
Gottfried Benn, 93 and thus with the mainstream of modern 
91. UE, p.20. 
92. Ibid., p.22. 
9 3. Griwm has not been alone in relating Enzensberger to 
Gottfried Benn. The link is mentio~by Otto 
Knorrich (op.cit., pp.529 and 531) and by Walter 
Hinderer (Sprache und Methode. Bemerkungen zur 
politischen Lyrik der sechziger Jahre - H.M . 
Enzensberger, G. Grass, E. Fried, Revolte und 
Experiment. Zur Literatur der sechziger Jahre in 
Ost und ~vest, ed. ~"Jolfgang Paulsen, Lothar Stiehm, 
Heidelberg, 1972. p.ll6); but it has received a 
more thorough treatment in the hands of Alexander 
Hildebrand (Selbstbegegnungen in kurzen Stunden. 
Marginalien zum Verhaltnis Hans Magnus Enzensberger 
- Gottfried Benn, Text+ Kritik 49, January 1976, 
pp.l7-32), who notes Enzensberger's schizophrenic 
attitude towards the older poet, but who also sees 
a principal common factor in their attitude towards 
the actual craft of poetry: 
Mochte das Trennende zwischen den Auffassungen 
beider noch so gravierend sein: was Benn und 
Enzensbe~ger verbindet, ist nicht zu ubersehen; 
wie der Altere, so wertete auch der Nachge-
borene, bei dem sich haufig ein Unterschied, 
ja Widerspruch, zwischen Theorie und Praxis 
registrieren lasst, das Gedicht als ein Kunst-, 
d.h. in diesem Fall als ein kunstliches, ein 
herstellbares Produkt, das zu "machenn freilich 
artistisches Vermogen, intellektuelles 








European poetry from Mallarme onwards. He argues convinc-
ingly that Enzensberger's treatment of language, whatever 
else may lie behind his poems, is identical with the methods 
adopted by Benn: "Die Haltung des Dichters, kritisch, 
bewusst, kontrolliert, lasst sich mit der des experimentie-
renden Wissenschaftlers vergleichen ••• ". 94 Some fifteen 
years later, Grimm returned to Enzensberger in a survey of 
all' his hitherto published works. 95 Here his conclusions 
came closer to those arrived at by less neutral critics, in 
that he sees Enzensberger's work permeated by an essential 
dualism which does not change, despite differing areas of 
preoccupation: 
..• der grundsatzliche Dualismus- zwei Staaten, 
zwei Klassen, zwei Volkerblocke oder Welten -
wird beibehalten. Enzensbergers Denkinhalte wandeln 
sich zwar oder, besser gesagt, weiten sich aus: 
seine Denkform bleibt jedoch die gleiche. 96 
Such dualism embodies not so much an ideological as a 
structural principle, unless one wishes, like Grimm, to call 
it "die Ideologie vom totalen Ideologieverdacht". 97 




Reinhold Grimm, Bildnis Hans Magnus Enzensberger , 
op.cit. 
Ibid • , p . 141. 
Ibid., p.l64. In a more recent essay (Enzensberger, 
Kuba und "La Cubana", BASIS 6, 1976, pp.65-77), Grimm 
sees this dualism, what he calls" ••• eine, wenn nicht 
uberhaupt die Grunderfahrung des Schriftstellers und 
f1enschen Hans Magnus Enzensberger" (p. 70), operating 
in the poet's very ambivalent attitude towards 
Castro's Cuba, and comes to the conclusion: 
Wie die Schweiz fur J:.1ax Frisch zum Hodell der 
alten Gesellschaft und des Status quo wurde, so 
wurde Kuba fur Enzensberger zum Modell einer 
neuen Gesellschaft und der notwendigen Umwal-
zungen. Die kubanische Erfahrung stellt fur ihn 
buchstablich, im Denken wie im Handeln, den ent-
scheidenden Knotenpunkt dar. Hier, wenn irgendwo, 
sind samtliche Merkmale, samtliche Widerspruche 








Further structural principles are the "Mosaik", 98 previously 
applied to the poetry, now applied to his collections of 
essays - each essay comprising a piece of the mosaic 
combining to create a complete picture; and the "Museum", 
in which the separate pieces of the mosaic combine to form 
"Galerien 11 or "Tableaus".99 With less disapprobation, Grimm 
also agrees with Hans Mathias Kepplinger's assessment of 
the place of poetry in Enzensberger's philosophy: "Sein 
politischer Anarchismus ist zugleich ein poetischer, der 
isolierte utopische Gedanke und das isolierte Gedicht sind 
eins". 100 Whether Enzensberger would still have accorded 
such an exalted position to the poem at the time Grimm 
wrote this essay - 1973 - is however debatable. Grimm's 
conviction that Enzensberger' s thought;.,.;processes are governed 
by a constant principle, despite his refusal to restrict 
himself to any one area of preoccupation, is confirmed in 
a recent article by Theo Buck, who examines Enzensberger's 
link with Brecht. Buck argues that although Brecht and 
Enzensberger are united in the inability to reconcile 
themselves to the present, and by the dialectical mode of 
thought, expressed by Buck in the phrase, 11 das Dauerhafte 
im VorUiufigen 11 , 101 they differ in their prognoses of the 
condition of the world: 
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Allerdings lebt das Werk Brechts in erster Linie 
von den implizierten optimistischen Aspekten, 
wahrend bei Enzensberger vornehmlich die pessimi-
stischen hervortreten. 1m 
On a modest, but nevertheless productive scale, 
is Gotthart Wunberg's short article "Die Funktion des 
26. 
Zitats in den politischen Gedichten von Hans Magnus 
Enzensberger". 103 He deals in a more thorough fashion with 
an area that Grimm also mentions in "Montierte Lyrik". 
For vilunberg, the quotation, as used by Enzensberger, 
performs a vital function in providing linguistic and 
structural support to the content of the poems. Working 
in particular from the volume landessprache, he chooses and 
explains several examples from literary, biblical and 
scientific sources of the "parodiertes Zi tat" 104 and comes 
to the conclusion: 
Der Inhalt der Gedichte ist bestimmt durch Spaltung, 
Zerrissenheit und Antithese. Die Form des Zitats 
unterstlitzt diesen Tatbestand ~nd verhilft so 
dem blossen Poli tikum zum poli tis chen Gedich t. 105 
As a final contributor to the Enzensberger literature 
we must consider briefly Walter Hinde:(er, who, having 
concerned himself with the limits and possibilities of 
political poetry, examines Enzensberger's poetry in the 
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from the standpoint of "Rezeptionsasthetik", thus providing 
himself with a set of principles in an attempt to narrow a 
wide, vague and highly problematical field. Hinderer is 
aware of what aims Enzensberger set himself in his poetry: 
... das [er] die Antipoden Benn und Brecht sowohl 
theoretisch als auch praktisch zu verbinden sucht, 
wobei es nicht selten dazu kommt, dass der Autor 
mit Brecht das Gedicht erklart, das er mit Benn 
gemacht hat.w7 
Nevertheless he finds the poetry unsatisfactory - as 
political poetry - because it tends to lack objectivity. 
At issue in the poems, according to Hinderer, is not so 
much the subject, the "Gegenstand", be it Germany, nuclear 
proliferation or the consumer society, but the subjective 
feelings which the "Gegenstand 11 evokes: 108 the result is 
a distortion of reality, a self-indulgent retreat into 
language, which ignores a cardinal principle of political 
poetry and obstructs the communicatory element in the poem: 
Sobald die Sachverhalte durch personliche Gefuhle 
uberdeckt, also nur noch personliche Eindrucke von 
Gegenstanden notiert werden, vernichtet die 
ausschliessliche Subjektivitat der Aussage das 
Aussageobjekt. 109 
In Enzensberger's defence one could argue that Hinderer's 
criteria are a little narrow. Although it is possible to 
find weaknesses in Enzensberger's early poetry in particular, 
in much of the poetry that one might classify broadly as 
"political" the basic catalyst of the poet's feelings and 
107. Ibid., p.ll6. 
108. Ibid., p.ll4. 




emotions is indeed clear. In any case, Hinderer himself 
does not exclude the possibility of the political poem that 
is "subjektorientiert", 110 in other words directed at the 
author rather than at external reality alone. 
From this brief, selective survey of the Enzensberger 
"Rezeption", three conclusions are to be dravm. First, it 
is evident that critics have been unable on the whole to 
judge the poetry simply as poetry: their observations have 
had to be extended or have been devoted exclusively to 
critiques of his political views. As stated before, the 
fault lies to a large extent with the poet himself; but 
critics have also tended to let their opposition to his 
views cloud their judgement of the poetry. Only the last 
group of writers has managed to escape this error. Secondly, 
it will have been noticed that notwithstanding ideological 
differences, critics have been more or less united in their 
diagnosis of Enzensberger's central dilemma, whether they 
have called it "dualism", 11 pessimistischer Deismusn, "die 
Utopie der reinen Negation", "die Revolte des radikalen 
Asthetizismus", "the conflict between lyric poet and 
socialist realist or satirist", 11 asthetische Utopie", 11 der 
Widerspruch zwischen objektiver Realitat und subjektiver 
Wel tsicht 11 or "V'Jel tliebe, die sich nicht zu helfen weiss". lll 
Thirdly, this dilemma or conflict is none other than that 
outlined in the Introduction: namely the conflict between 
the man of private misgivings and public protest. In the 
following two chapters we shall see how this conflict 
110. Walter Hinderer, Probleme politischer Lyrik heute, 
Poesie und Politik. Zur Situation der Literatur in 
Deutschland, ed. Wolfgang Kuttenkeuler, Kohlhammer, 
Stuttgart, 1973, p.l23. 
111. Dieter Schlenstedt, Aufschrei und Unbehagen, op.cit., 
p.l22. 
29. 
expresses itself in his own work - both the poetry and 
the prose writings - just what public protests and private 







II ENZENSBERGER'S POETICS 
The conflict which the previous chapter sought to 
isolate in the critical reception may indeed find its most 
passionate expression in the poetry, butEnzensberger has 
also attempted to come to terms with it. within the frame-
work of sober analysis in the critical essay. To do justice 
to all of Enzensberger's prose works would necessitate an 
independent study: we must content ourselves here with an 
examination of the not insubstantial body of writings 
relating to literature and art, and specifically the nature 
of poetry. Although he is on occasions concerned to lay 
bare the mechanics of the poetic process, the central pre-
occupation in these writings is the relationship between 
poetry and politics, as the title of one of his more famous 
essays, "Poesie und Politik", attests. 
Poetry and politics have not had a happy relationship 
in Germany~ Enzensberger himself said that it has been 
and still is "ein immer leidiges, zuweilen blutiges Thema" .1 
But as if censorship ·and repression were not sufficient, 
the category "politische Lyrik" has had to face two other 
major difficulties. The first is the deep suspicion with 
which it has been regarded in the world of literature. In 
our own century this suspicion has been expressed,for 
instance, in Thomas Mann's mockery of the writings of 
"Das Junge Deutschland" in his Betrachtungen eines 




Unpolitischen;2 and of what he called "der politisierte und 
moralisierende Asthetizismusn; in Gottfried Benn's assertion 
that "Die politische Tendenz ist keine Tendenz der Dichtung, 
sondern eine Tendenz des Klassenkampfes" ;3 and in Hugo 
Friedrich's grudging acknowledgement of the existence of 
"politische Lyrik" in the foreword to his Struktur der 
modernen Lyrik , 4 but not, it would seem, within the bounds 
of his study. The second difficulty is more fundamental and 
is a question of definition: political poetry involves a 
problem of demarcation ~ where do the politics end and where 
does the poetry begin? For the category "politische Lyrik" 
juxtaposes two areas of human experience which seem remote 
from one another: politics, which is concerned with an 
objective world of events and the actions of many, and 
lyric poetry, which is concerned with the personal emotions 
of an individual, not necessarily articulated for others 
to share. In the words of C.M. Bowra: 
The essence of [political] poetry is that it deals 
with events which concern a large number of people 
and can be grasped not as an immediate, personal 
experience, but as matters known largely from hear-
say and presented in simplified and often abstract 
forms. It is thus the antithesis of all poetry 
which deals with the special, individual activity 
of the self and tries to present this as specially 
and as individually as it can. 5 
It may be the case, therefore, that the two areas are 
incompatible, that what is poetically effective cannot at 
the same time be politically effective, and vice versa, 
2. Thomas Mann, Politische Reden und Schriften. Bd.I, 
Fischer,Frankfurt am rvlain, 1968, pp.236 and 409. 
3. Rundfunk-Gesprach zwischen Johannes R. Becher und 
Gottfried Benn, Theorie der modernen Lyrik, ed. 
Walter Hollerer, Rowohlt, Reinbek bei Hamburg, 1965, 
p. 283. 
4. New enlarged edition, Rowohlt, Hamburg, 1967, p.lO. 
5. C.r'1. Bowra, Poetry & Politics 1900-1960, C.U.P., 





because the ambiguities and subtleties demanded by lyric 
poetry impair or undermine the political message, and an 
unambiguous political message is no material for lyric 
poetry. Albrecht Schone takes a specific poem by Brecht, 
11 Zeitunglesen beim Teekochen 11 , 6 to illustrate this dilemma 
and remarks: 
Aber der dichterische Gewinn wird hier mit 
politischer Unzuverlassigkeit gleichsam erkauft 
... Politische Dichtung bringt einen poetischen 
Uberschuss ins Spiel, der seinerseits politische 
Relevanz gewinnen kann. 7 
In order to arrive at a satisfactory definition of political 
poetry it is necessary therefore to find a formula which 
provides a balance between the autonomy of the lyric poem 
and the compromises of political effectiveness. The search 
for such a formula has resulted in a sizeable, if somewhat 
disparate body of theory, ranging from humble beginnings 
in Engels's insistence on the political content being 
implicit in a work of literature,& to Walter Benjamin's 
claim that "die Tendenz einer Dichtung politisch nur stimmen 
kann, wenn sie auch literarisch stimmt",9 to the related 
conclusions of Theodor W. Adorno and Enzensberger which will 
be discussed in the course of this chapter. 
For Enzensberger the specific problem lay in the 
attempt to determine a social role for an uncompromising, 
6. Bertolt Brecht, Gesammelte Werke 10, Suhrkamp, 
Frankfurt am Main, 1967, p.846. 
7. Albrecht Schone, Uber politische Lyrik im 20. 
Jahrhundert, Vandenhoeck und Ruprecht, Gottingen, 
1965, p.51. 
8. See: Brief an Minna Kautsky vom 26.11.1885, Karl 
Marx/Friedrich Engels, Uber Kunst und Literatur, 
ed. Manfred Kliem, Bd II, Dietz, Berlin, 1968, 
p.322f. 
9. Walter Benjamin, Der Autor als Produzent, Versuche uber 
Brech·t, hrsg. und mit einem Nachwort versehen Von~Rolf 




esoteric poetry which seemed to show little but contempt 
for society and to which he seems most closely drawn; in 
the attempt to reconcile, a keen social conscience with an 
equally keen aesthetic conscience, both of which threatened 
to move in opposing directions. This led initially to a 
monumental theory which embraced and vindicated all lyric 
poetry, thence to an apparent denial of the political value 
of any literary work of art, arriving in later years at the 
discovery of a more modest function for lyric poetry v'li thin 
the framework of his own emotional experience. 
Since Edgar Allan Poe's Philosophy of Composition 
in 1846 it has become the norm, indeed almost a necessary 
corollary, for poets to add a non-poetic complement to the 
poetic process. This may range from a description of the 
act of creation itself, as in Poe's case, to a modest 
statement of the problems and possibilities of contemporary 
poetry, as in Benn's "Probleme der Lyrik", to a poetic 
manifesto laying down sweeping guidelines for a present and 
future generation of poets, the classic example being 
Marinetti's Futurist Manifesto. For Walter HBllerer, this 
urge to write about poetry as well as merely to write it is 
one of the "Wesenselemente" 10 of the modern age, and as his 
collection, Theorie der modernen Lyrik makes clear, there 
are few poets in the last hundred years who have refrained 
10. H5llerer, op.cit., p.420: "Das Selbstverst~ndnis 
des Klinstlers, der Versuch, sich vor, neben oder 
nach der schBpferischen Arbeit liber die Bedingungen 
und Gesetze seines Schaffens klarzuwerden, ist 
bereits am Beginn der Moderne nicht zu libersehen; 
dieser Versuch ist eines ihrer Wesenselemente." 
~ -7 
34. 
from this practice. Hans Magnus Enzensberger is no 
exception and the following comment from "Die Entstehung 
eines Gedichts 11 shows his keen awareness of the tradition 
to which he has added: "Die Frage nach der Genese eines 
Werks ist zu einer zentralen, vielleicht der zentralen Frage 
der modernen Asthetik gewo.rden 11 • 11 Although much of his 
thinking may be seen in the light of Adorno's influence, 
Enzensberger's writings on poetry, particularly the two 
essays, ~~~'lel tsprache der modernen Poesie" and "Poesie und 
Politik", have despite considerable criticism taken their 
place in the inventory of standard poetic theory. 
Although it is possible to trace a succession of 
utterances on poetry from the time of the submission of 
his dissertation on Clemens Brentano in 1955 to an address 
delivered at the Annual Meeting of the American Association 
of Teachers of German in August 1976, Enzensberger's major 
writings on this subject appear to be concentrated in the 
years 1960-62. Previously he had published two volumes 
of poetry, verteidigung der wolfe in 1957 and landessprache 
in 1960; and subsequently he turned his attention towards 
solely political preoccupations, although his production of 
poetry did not altogether cease. In the essay "Gemeinplatze, 
die Neueste Literatur betreffend" (1968), one of his few 
more recent approaches to the political aspect of literature, 
poetry has had to submerge its privileges in the more general 
sea of "Literatur". In view of the fact that Enzensberger 
no longer seems to accord poetry the exalted position that 
he fashioned for it in 1960-62, it is tempting to treat the 
products of these three years superficially. However, it 




must not be forgotten that the blindenschrift poems must also 
have originated in this period, which raises the possibility 
that they were written in accordance with the principles 
outlined in the essays; and in any case, despite the fact 
that Enzensberger may have shifted his attention to other 
topics and other genres, nowhere does he seem to have 
actually refuted his earlier standpoint. 
Despite the dominance of the Volume Einzelheiten II 
in his writings on poetry and politics, it is possible to 
register moves towards the ideas formulated there not only 
in other quarters but also some years beforehand. In a 
poem from verteidigung der wolfe, with the lengthy and 
ironic title "goldener schnittmusterbogen zur poetischen 
wiederaufrlistung"/2 Enzensberger brings the two worlds of 
poetry and politics into direct confrontation and also 
makes plain, in a mocking fashion, what he regards as the 
ineffectual or even harmful functions of poetry: these 
consist of an apolitical or affirmatory stance towards 
society: 
stiftet lieber, was bleibet: die dummheit. 
balsamierter lorbeer der anthologien: 
das unvergangliche: teerosen und kartoffeln! 
fangt sardinen, lasst ungeschoren den hail 
heimat hat goldenen boden, beriecht ihn! 
gehlen lasst aus dem spiel, seid brav, 
guatemala und ungarn. zu den henkern 
seid hoflich. beschenken und preisen 
war allezeit dichters amt, absonderung 
von hymnen, marschen, mitreissendem 
fur die massen - im ernstfall genligt auch 
innerlichkeit, tragik, verkanntsein 
in dachstuben 
The affirmatory, the "Herrscherlob" function of poetry was 
to become a major concern of the essay "Poesie und Politik 11 , 






as were, in a much more positive sense, its apolitical 
features. But if Enzensberger was highly scornful of 
political timidity or blind affirmation, he was equally 
convinced that poetry should be an autonomous medium, 
bound to no ideology. In his study Brentanos Poetik, 
Enzensberger refuses to employ any material other than the 
11 Poesie 1113 as the basis for his examination. He justifies 
this step by claiming that the "ontologisches Missverhaltnis" 
which exists between the biography of an author and his 
work is nowhere more evident than in Brentano and his 
poetry.14 . This leads him on to make the distinction, 
expressed by Rimbaud in the word's "je est un autre" / 5 between 
13. BP, p. 10. 
14. Ibid. 
15. As R. Ayrault correctly points out (Hans Magnus 
Enzensberger, 11 Br~tanos Poetik", Etudes Germaniques 
XVII, 3, July-Sept. 1962, p.304), Enzensberger mis-
quotes this dictum of Rimbaud's as "je suis un autre" 
(BP, p.ll). It originates from a letter of 13th May 
1871 to Georges Izambard, in which the French poet 
stresses the autonomous power of his craft: 
Maintenant, je m'encrapule le plus possible. 
Pourquoi? Je veux @tre po~te, et je travaille 
a me rendre Voyant: vous ne comprendrez pas du 
tout, et je ne saurais presque vous expliquer. 
Il s'agit d'arriver a l'inconnu par le 
der~glement de tous les sens. Les souffrances 
sont enormes, mais il faut @tre fort, etre ne 
po~te, et je me suis reconnu po~te. Ce n'est 
pas du tout rna faute. C'est faux de dire: Je 
pense: on devrait dire on me pense. - Pardon 
du jeu de mots. 
Je est un autre. Tant pis pour le bois qui 
se trouve violon, et Nargue aux inconscients, 
qui ergotent sur ce qu'ils ignorent tout a fait. 
(Arthur Rimbaud, Oeuvres Compl~tes, Editions 




the 11 empirisches Ich" of a poet, representing the outer, 
social being, and the "dichterisches Ich", an autonomous, 
inner authority developing and controlling the poetry, which 
in Brentano's case was not fully understood by the poet 
himself. 16 By making such a distinction, Enzensberger thus 
declared on behalf of poetry an independence which was to 
become a central tenet in his poetics, becoming the basis., 
for instance, for his admiration of a specific category of 
poetry, the "Kinderreim", and of the poet William Carlos 
Williams. For Enzensberger the "Kinderreim", to which he 
devoted the collection Allerleirauh in 1961, represents an 
almost ideal state of the medium: it knows no rules or 
copyright; it remains with the recipient when all other 
types of poetry have been forgotten; 17 it is used - a 
"Gebrauchsgegenstand" 18 - and it is tied to no ideology: 
An seinem anarchischen Humor scheitert jede 
Ideologie ••. Woher diese Immunitat? Zunachst 
liegt, dass der Kinderreim niemands Diener ist 
und keinen Auftrag hat. Er war auf keinen Stand, 
nicht auf Herren und nicht auf Knechte, angewiesen. 19 
The American poet, William Carlos Williams, is seen by 
Enzensberger not only as the founder of the first school of 
United States poetry truly independent of Europe 20 and as a 
16. BP, p.ll and pp.96-102. 
17. Allerleirauh. Viele schone Kinderreime, (insel 
taschenbuch 115), Frankfurt am Main, 1974, p.350. 
18. Ibid., p.353. 
19. Ibid., p.352. 
20. William Carlos Williams, EII, p.29. 
38. 
master of the epiphany and the detail, 21 but also as "der 
geborene Demokrat 11 , who can submit himself to no doctrine, 
"nicht weil er i~ren so oder anders gearteten Inhalt bestritte, 
sondern des abstrakten Charakters wegen, der jeder Heilslehre 
eignetn. 22 
That the autonomy of poetry may be severely compromised 
by the submission to a political doctrine is shown in the essay 
on the late Chilean poet, Pablo Neruda, first written in 1955 
and revised in 1962. For Neruda, whose earlier works 
Residencia en la tierra, for example, had inclined more towards 
the autonomy of poesie pure, was, as a result of his increasing 
political involvement, beginning with the Spanish Civil War, 
put in a position where he felt it necessary to choose between 
his audience and his art; 23 A contemporary poet addressing 
himself to political problems in his work, must want to 
communicate his message to a wide audience; to do so he must 
write poetry that is "accessible". At the same time, however, 
the development of poetry has, for better or for worse, led 
to work that has become more and more hermetic and esoteric. 
While it is by no means certain that abandoning such 
progressive characteristics of poetry will draw any more of 
21. Ibid., pp.38-39. 
22. Ibid., p.43. 
23. Der Fall Pablo Neruda, EII, p.l07: "[Der Schlussel 
zur Problematik des Falles Neruda] liegt in der 
gesellschaftlichen Situation der modernen Dichtung 
schlechthin. Diese Lage ist uns gelaufig. Sie 
verurteilt den Dichter, zwischen seinem Publikum und 
seiner Poesie zu wahlen. In jedem Fall sondert er 




an audience, Neruda nevertheless took this course and his 
work suffered accordingly: the "Klarheit" and "Simplizitat" 24 
after which he strove resulted in hymns to Stalin. For 
Enzensberger, Neruda's mistake was to regard poetry as an 
instrument of politics, 25 and while admiring his forthright-
ness, he once more settles for the autonomy of poetry. In 
"Scherenschleifer und Poeten", however, his brief contri-
bution to Hans Bender's anthology Hein Gedicht ist mein Messer 
(1961), he does attempt to tilt the balance away from poesie 
pure towards a more communicative kind of poetry. Taking as 
his starting-point the aesthetic of Gottfried Benn - indeed 
it appears that Enzensberger intends a direct rebuttal of 
Benn's conclusions - he concedes that language is the vital 
element in poetry, but then asks if it is the only element 
and suggests that a poem also requires what he calls a 
"Gegenstand", a subject: 
Auch der Gegenstand, jawohl, der vorsintflutliche, 
langst aus der Mode gekommene Gegenstand, ist ein 
unentbehrliches Material der Poesie. Ich kann, wenn 
ich einen Vers mache, nicht reden, ohne von etwas zu 
reden.u 
Enzensberger's ''Gegenstande" are "heisse Gegenstande" and tend 
to involve political matters: it is the function of the poem 
to communicate and demonstrate facts ( "Sachverhalte"), in its 
own unique fashion, and in so doing assist the reader to 
produce "Wahrheit" and introduce the possibility of change.n 
24. Ibid., p.lll. 
25. Ibid., p.ll2. 




It is at this point that Enzensberger attacks Benn, in his 
assertion, contradicting the latter's words from "Probleme 
der Lyrik", 28 that "T!Vahrheit" can only be produced when more 
than one human being is present, poems must be directed at 
someone, written for someone: "Deswegen miissen Gedichte an 
jemand gerichtet, flir jemand geschrieben sein".~ In this 
brief essay Enzensberger assigns poetry a social role which 
restricts its autonomy to the extent that it cannot merely be 
an inner-directed monologue nor reduced to "Sprache an sich 
und selig in sich selbst".w However, despite this eloquent 
challenge to the authority of Gottfried Benn and his 
followers, the fact remains that Enzensberger was able to 
provide little more than the traditional form-content 
distinction and perhaps an apology for the a~gressive style 
of his hitherto published poetry. "Scherenschleifer und 
Poeten", while insisting on a vague, "truth-producing" poetry, 
ignored the dilemma posed in the essay on Neruda, and in its 
reintroduction of old categories may be regarded as 
essentially conservative or retrograde. 
So far we have encountered, with the possible exception 
of the last work mentioned, fragments of a theory, rather than 
a complete theory. In four essays written in approximately 
28. Gottfried Benn, Gesammelte Werke 4, Limes, Wiesbaden, 
1968: 
" ... das absolute Gedicht, das Gedicht ohne Glauben, 
das Gedicht ohne Hoffnung, das Gedicht an niemanden 
gerichtet, das Gedicht aus Worten, die Sie faszinierend 
· montieren." (p.l088). 
11 Alles mochte dichten das moderne Gedicht, dessen mono-
logischer Zug ausser Zweifel ist." (p.l092). 






the same period as "Scherenschleifer und Poeten" 
Enzensberger was able to fashion a rather more comprehensive 
and individual concept of poetry. In these essays, 
"vJeltsprache der modernen Poesie" (1960), "Die Entstehung 
eines Gedichts'1 (1962), "Die Aporien der Avantgarde" (1962), 
and "Poesie und Politik'' (1962), he elevated poetry's role 
to that of a counterweight to power politics. However, it 
would be idle to assume that the four essays in question are 
mere variations on the same theme - as their titles suggest, 
this is not the case - but they do appear to relate to a 
common basis: Enzensberger's "elimination 11 of the poetry-
politics dichotomy. 
"Weltsprache der modernen Poesie" is a somewhat 
revised version of the foreword to a Museum der modernen 
Poesie, the anthology of international modern poetry which 
Enzensberger edited in 1960. The principle behind the 
essay and indeed the anthology is that indicated in the 
title of the former: he sees in modern poetry since the 
year 1910 an international understanding which has removed 
national barriers and furthered the concept of a world 
literature. 31 The notion of a "museum 11 of modern poetry is 
singularly appropriate, since as Enzensberger himself points 
out, modern poetry as such is well over a century old. But 
if it is a museum, it is one to be used by present and future 
poets, a constant challenge against which to measure their 
31. EII, p.l5. 
-' 
42. 
own works . 32 Nevertheless, at the end of the essay 
Enzensberger discerns 11 Spuren der Erschopfung" 33 in the 
language of modern poetry, and in the successors to the 
pioneers earlier in the century, excessive imitation, too 
little development.~ In such circumstances the museum takes 
on more the character of the "Mausoleum" against which 
Enzensberger warns in the foreword to his anthology. 
Of more interest to our enquiry, however, is the link 
which he establishes between poetry and society. Considering 
initiallythe technological nature of modern poetry, as found 
in the works of poets as different as Mall~rme and 
Majakowski and also in certain terms now commonly applied 
32. Vorwort, MmP, p.ll: "Das Museum ist eine Einrichtung, 
deren Sinn sich verdunkelt hat. Es gilt gemeinhin 
als Sehenswurdigkeit, nicht als Arbeitsplatz. Rich-
tiger ware es, das Museum als Annex zum Atelier zu 
denken; denn es soll Vergangenes nicht mumifizieren, 
sondern verwendbar machen, dem Zugriff der Kritik 
nicht entziehen, sondern aussetzen. So verhalt sich 
das literarische Museum zum Schreibtisch der gegen-
wartigen produktiven Arbeit wie das Mittel zum Zweck. 
Daraus folgt, dass es keine endgultige Einrichtung 
zulasst. Es ist kein Mausoleum, sondern ein Ort 
unaufhorlicher Verwandlung. Nur, wenn seine Ordnung 
dem Augenblick entspricht, kann es seine Aufgabe 
erfullen: die Werke der Vergangenheit der blossen 
Bewunderung ebenso wie der Vergessenheitund der 
Nachahmung zu entziehen. Sie sollen den Betrachter 
dazu herausfordern, sich an ihnen zu messen, ja ad 
liminem, sie produktiv zu verbrennen - ein Akt, aus 
dem das Alte immer von neuem phonixhaft hervorgeht. 
Das Wesen des Museums als eines Ortes der Tradition 
ist nicht Konsekration, sondern Herausforderung." 
33. Weltsprache der modernen Poesie, EII, p.27. 










to poetry - 11 Montage", "Wort-Laboratorium", "Experiment 11 35 -
he then proceeds to claim that the poem is nevertheless the 
"Antiware schlechthinn: 36 keeping pace with the means of 
production and thus linked with society, but not subject to 
the laws of the market and thus able to maintain its autonomy. 
From such a premise Enzensberger is able to place poetry 
automatically in a political context, since by its very 
autonomous existence, in whatever form, it plays the role 
of opposition, particularly in totalitarian societies: 
Poesie ist ein Spurenelement. Ihr blesses 
Vorhandensein stellt das Vorhandene in Frage. 
Deshalb kann die Gewalt sich mit ihr nicht 
abfinden. Allen totalitaren Regimes ist sie 
unertraglich. 37 
However, it also follows that since modern poetry pre-
supposes freedom, it can only flourish in a free society, 
a state of affairs summed up in the claim that "die moderne 
Poesie ohne Freiheit nicht moglich ist, dass sie selber ein 
Stuck Freiheit verwirklicht oder untergeht 11 • 38 The case of 
Benn, whose uncompromising poetry was not tolerated by the 
National Socialist regime for more than a few years, even 
though he initially welcomed its accession to power and 
was subsequently at pains not to antagonize it, lends some 
credence to this claim. But the theory allows Enzensberger 
to go even further and explain the dwindling audience for 
poetry in the course of the last hundred years or so: its 
inherent subversive nature has provoked those in authority 
to divert attention away from it to the nPoesie-Ersatz" 39 
35. Ibid., p.23. 
36. Ibid. 
37. Ibid. , p. 2 5. 
38. Ibid., p.26. 








of the "Bewusstseins-Industrie", the worst aspects of the 
bestseller, television and the cinema. 
An insight, if a somewhat limited one, into the 
workings of Enzensberger's creative mind is to be found 
in the address, later published as an essay, "Die 
Entstehung eines Gedichts". He is concerned here with the 
creation of one particular poem, and indeed one of this 
own: "an alle fernsprechteilnehmer". From the study of 
this one specific poem he is able to abstract principles 
which relate to the other three essays. To begin with, 
Enzensberger aligns himself with the main stream of modern 
poetry by quoting Edgar Allan Poe, Valery, Benn, Pound 
and Majakowski with respect to their interest in the 
creative process and their insistence on regarding poetry 
as a craft, not dependent on the whims of "divine 
inspiration" - with the exception of course of the first 
line of a poem, which as Valery claims is "given" to the 
author. 40 It is here that we alight on the principal weak-
ness of the essay: it is true that Enzensberger chooses to 
bypass the difficulties arising out of such a claim by 
taking a poem which he maintains owes nothing to the gift 
of the first line; but even the two words "etwas, das II 
with which he begins 11 an alle fernsprechteilnehmer"" and 
which largely determine the structural unity of the poem 
must, despite their banal nature, either be a "gift" or have 
their origin in the idea behind the poem. "an alle 





fernsprechteilnehmer" is according to the author 
specifically "ohne Zweifel ein politisches Gedicht",~ but 
he refuses to be tied down to a single interpretation, such 
as equating the "etwas" with radioactivity; in fact, he 
insists - and here we approach the basis common to the four 
I 
essays - that political poetry must not operate directly, 
but rather penetrate the gaps between the words: 
Ich glaube, ... dass die politische Poesie ihr 
Ziel verfehlt, wenn sie es direkt ansteuert. Die 
Politik muss gleichsam durch die Ritzen zwischen 
den Worten eindringen, hinter dem Rucken des 
Autors, von selbst.~ 
But a specifically political poem, no matter how subtle 
and insidious, must have had its origin in a political 
thought which preceded the first line, or in this case, 
the first two words of the poem. In "Die Entstehung eines 
Gedichts" Enzensberger fails to indicate this necessary 
preliminary to the creative process. The reason for this 
omission may be inferred from his utterance on the political 
poem: it is as if the poem should find its own way to 
the political thought rather than vice versa, thus avoiding 
the strictures and presuppositions of ideology. If this is 
the case, one wonders why Enzensberger bothers to specify 
"an alle fernsprechteilnehmer" as "ein poli tisches Gedicht 11 
at all,since we know from "Weltsprache der modernen Poesie" 
that all poetry is inherently politcal. 
The types of ideology with which poetry can become 
involved are varied, but excluding for the moment the 
obvious political ideologies such as Marxism, which has had 






a not unproductive relationship with poetry, one artistic 
ideology that comes to mind is that of the llavantgarde". 
The essay "Die Aporien der Avantgarde" is concerned with a 
critical analysis of the term "avantgarde" and with the 
principle of critical independence. True to the spirit of 
the essay collection Einzelheiten, Enzensberger takes one 
11 detail 11 , the concept of the "avantgarde", and by examining 
its real meaning, reveals its invalidity. The word has its 
origins in the vocabulary of the military, and Enzensberger 
demonstrates that its application to the arts is fraught 
with difficulty. An avantgarde is an elite troop which 
precedes the rest of an army; it presupposes an enemy 
ahead of it, whereas in the case of art the "enemy" is in 
the rear, being the conservative tendencies content to 
follow in well trodden paths. Another difficulty is stated 
by Enzenbserger in the sentence: 11 Mit Sicherheit kann nur 
gesagtwerden, was 'vorne' war, nichtwas 'vorne' ist". 43 
All works of art require a process of digestion which may 
last several years: in the contemporary situation it is 
impossible to gauge whether the prevailing "avantgarde" is 
in the main stream of artistic development or merely another 
backwater. However, it is not only the erroneous use of the 
term which disturbs Enzensberger, but also a certain 
mentality which accompanies it. Such a mentality places the 
avantgarde in a conflict situation, in which its adherents are 
to be regarded as progressive, its opponents or those who are 
not allied to it as reactionary. In the case of so-called 
"progressive" work a suspension of critical judgement is 




allowed for the sake of artistic solidarity. For 
Enzensberger, however, solidarity only has a place in a 
situation where it is not used as a carte blanche; what 
47. 
he terms the progressive critical stance,"progressive Kritik", 
cannot condone any such rigidity, but must always be 
prepared to revise and scrutinize its own premises,~ thus 
fostering the necessary dialectical process which leads to 
improvement, rather than the inhibitions and stagnation 
which arise from intolerant dogma: "Keineswegs ist gegen 
Kritik immun, was sich als Avantgarde deklariert". 45 ~'lith 
these considerations in mind, Enzensberger is able to mount 
an attack on what he regards as contemporary expressions of 
"Avantgardismus": amongst others, "die sogenannte konkrete 
Dichtung" and the literature of the beat generation.% Of 
more interest than his own personal preferences, however, 
is the contribution made by this essay to his general 
theory. Having emancipated the poem from direct contact 
with politics in the two earlier essays, Enzensberger 
attempts in "JI~porien der Avantgarde 11 to preserve its 
independence from the dogma of movements within the realm 
of poetry itself - so fundamental is this independence to 
him. 
The principal notion expressed in the fourth essay, 
"Poesie und Politik", has already appeared in our discussion 
of "vveltsprache der modernen Poesie": that of poetry's 
function as a "Spurenelement", whose very existence puts 
the status quo into queston. In this later essay Enzensberger 
44. Ibid., pp.52-53. 
45. Ibid., p.57. 
46. Ibid., p.68. 
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48. 
develops the theme by examining the history of the relation-
ship between poetry and politics, and is able to arrive at 
a conclusion which allows poetry a social role, while at 
the same time maintaining its aesthetic autonomy. With 
this essay he was able to seal the poetics of what might 
be described as his first productive period, which ended in 
1964 with the publication of blindenschrift. 
According to Enzensberger the relationship between 
poetry and politics in Germany seems to have been influenced 
in particular by the deep suspicion with which poets have 
been held since Plato's day. Plato considered poets 
potential enemies of the state, but in Roman times their 
power was harnessed in the institution of the "Herrscherlob", 
in which their talents were employed for the sake of 
affirming the state and assuring the rulers of posthumoas 
fame, a slice of iromortality. This bond persisted for 
almost two centuries, but such a taming of their powers did 
not render poets entirely impotent: they were able, if 
circumstances made it necessary, to bring their own 
sanctions to bear, as we know from the case of Walther von 
der Vogelweide in medieval times: "Der Furst hatte ein 
Lehen zu vergeben, der Dichter aber den Ruhm - oder die 
Schande der liblen Nachrede, die keineswegs leicht zu 
ertragen war".~ A short time after the beginning of the 
nineteenth century this contract between poet and state 
became no longer viable. The reasons why the break should 
have occurred at this stage are not made absolutely clear, 
but one may presume that it was as a result of the rise of 
liberal democracy. From this time onwards, claims 
47. EII, p.ll7. 
49. 
Enzensberger, "Herrscherlob 'und Poesie" were irreconcilable, 
any attempts to keep alive the tradition only ended in 
ridicule. 48 The cause of the break in this historical link 
cannot be traced to the political viewpoint promoted in a 
poem, sinceevenpoems with diffamatory rather than affirm-
ative content prove just as ludicrous. Enzensberger is 
therefore able to conclude that a poem cannot have as its 
subject any statesman, no matter how he is judged. 49 He 
justifies this conclusion by applying poetic rather than 
political criteria: poetic language no longer allows the 
intrusion of any naked political material - in his own 
words: "Der politische Aspekt der Poesie muss ihr selber 
immanent sein. Keine Ableitung von aussen vermag ihn 
aufzudecken". 50 This immediately renders invalid much work 
that comes under the category of the political poem, since 
many such poems rely on "extra-poetic" intrusions for their 
effect. Political poems as such are therefore either no use 
for the purposes of their sponsors or have nothing to do 
with poetry. 51 Enzensberger then quotes a poem by Brecht, 
.. Der Radwechsel", but is unwilling to state categorically 
whether it is a political poem or not; instead he maintains: 
"Das Gedicht spricht meistergiiltig aus, dass Politik nicht 
uber es verfiigen kann; das ist sein poli tischer Gehal t II. 52 
48. Ibid. , p .12 5. 
49. Ibid. 
50. Ibid., p.l27. 
51. Ibid., p.l31. 
52. Ibid., p.l33. 




For Enzensberger, poetry and politics are linked by the 
fact that they are both historical processes, the one in 
the realm of language, the other in the realm of power, but 
poetry is independent of power. At the same time its very 
autonomy constitutes a political fact and its insistence on 
this autonomy, by refusing every "poli tischen Auf trag", 53 
a political action. The category "politisches Gedicht" 
thus becomes superfluous, since every poem fulfils a 
political function; and the content-form,poesie pure 
poesie engagee dichotomy is reduced to a "Scheinproblem". 54 
By means of this ingenious dialectical trick 
Enzensberger was able to reconcile the kind of poetry he 
wished to write with a growing social concern, and may have 
been able to banish, at least temporarily, the bad 
conscience that arose from capitulating periodically to the 
explicitly political or the uncompromisingly aesthetic: 
under the cover of the conclusions reached in "Poesie und 
Politik" it was possible to write aesthetically satisfying 
poetry without having to abandon all claims to political 
effectiveness. They also made mandatory the "Ideolo-
gieverdacht" which had been present from his earliest 
poetry onwards, although with their explicitly stated 
antipathies one must hasten to add that many of the "bose 
gedichte" can only with the greatest of difficulty be 
classed as poetry with an "inherent political content". 
A continuing adherence to his own aesthetic may be 
53. Ibid., p.l36. 
54. Weltsprache der modernen Poesie, EII, p.27. 
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registered in several of the blindenschrift poems, for 
which Brecht's 11 Der Radwechsel", with its elegant 
simplicity and the "Ideolog-ieverdacht" attributed to it by 
Enzensberger, clearly became the model. Less prone now to 
cataloguing the poet's dislikes, these poems diverge in 
degree, but not in substance from their predecessors. 
It would be incorrect to assume that Enzensberger was 
the first to arrive at these conclusions, even though he 
presents them with such authority. Thomas Mann, once more 
in his Betrachtungen eines Unpolitischen, speaking admittedly 
in more general terms about "Kunst" rather than "Poesie" 
in particular, held that even art originating from an 
''i=insame Seele 11 , which was "poli tisch willenlos 11 , constituted 
nevertheless "eine soziale M.acht"; and he regarded the 
popular distinction between "Privatdichter" and "Verant-
wortlicher Dichter" as "blodsinnig". 55 In the Anglo-Saxon 
World, T.S. Eliot in his essay "The Social Function of 
Poetry" (1945) focusses on the principal material of the 
poet, language, and claims that "the duty of the poet, as 
poet, is only indirectly to his people: his direct duty is to 
his language, first to preserve, and second to extend and 
improve . " 56 The poet's treatment of language thus ultimately 
affects the people, no matter how remote the poet may be from 
the people in the first instance. Significantly, Enzens-
berger's American "mentor", William Carlos Williams, also 
anticipated the conclusions reached by the younger German 
poet in "Poesie und Politik'', when he claimed in his essay 
nThe Basis of Faith in Art" that "Poetry is a rival govern-
55. Thomas Mann, op.cit., p.234. 





ment always in opposition to its cruder replicas" 57 and 
furthermore that 11 It is essential to good government that 
the poet, as an individual, remain at liberty to possess his 
talent, answerable to no-one before the act but to his own 
conception of truth." 58 The poet as the "truthfulest scribe 
of society" 59 is thus obliged to maintain a position of 
autonomy in order to fulfil his most useful social role. 
In the above three cases we are not far removed from 
Enzensberger's concept of poetry exerting a political 
influence by its very existence, its key position in the 
realm of language. However, it is in the writings of 
Theodor W. Adorno that we can see the clearest antecedent 
to the theory which Enzensberger appropriated. In both 
"Die Aporien der Avantgarde" and "Poesie und Politik", 
Adorno is mentioned by name in footnotes, 60 but nowhere 
does Enzensberger acknowledge or quote from the former's 
famous "Rede iiber Lyrik und Gesellschaft" (1957), 61 which 
seems to anticipate much of the latter's thinking. Adorno 
seeks in his lecture, like Enzensberger, a social role for 
the lyric poem. He does this not by prescribing what the 
lyric poem should be, but by accepting it for what it is 
and attempting to find a common denominator from the material 
available. This he finds paradoxically in what he calls the 
57. William Carlos Williams, Selected Essays, New 
Directions, New York, 1954, p.l80. 
58. Ibid., p.l94. 
59. Ibid., p.l93. 
60. EII, p.68 (Das Altern der Neuen Musik); p.l29 (Zur 
Gedachtnis Eichendorffs) . 





"rllckhaltlose Individuation"~ of the lyric poem. For the 
highly subjective and autonomous elements present in the 
lyric poem are regarded by Adorno as expressions of 
objective, social forces seeking to protest against and 
indeed eliminate the restrictions and pressures imposed by 
society; the lyric poem with its spontaneity and implicit 
freedom thus anticipates a more satisfactory society, 
operating as it does according to its own laws and not 
according to those of the existing society. The medium for 
this process - for vlhich Adorno coined the phrase "die in 
Objektivitat umschlagende Subjektivitat1163 - is quite simply 
language, which forms the necessary link between the 
individual and the social spheres. In "Poesie und Politik" 
Enzensberger adopts in contrast a prescriptive approach, 
laying down what elements poetry must not contain; he also 
discusses at some length the relationship between poetry 
and politics in historical terms and sets poetry in a more 
specifically political context than does Adorno. But 
although he and Adorno approach the question from different 
angles, their findings are essentially similar: namely that 
lyric poetry needs to make no compromise in order to play 
a social or political role. 
Needless tosay, Enzensberger's disposal of the 
category ''politisches Gedicht" and his raising of poetry 
to the level of political oppositiqn have not been spared 
criticism. Walter Hinderer notes that his theory gives 
unlimited licen~e to poesie pure, since political attributes 
62. Ibid., p.75. 






may be bestowed on any poetry worthy of the name: 
Stlinde dann nicht gerade die reine Ausdruckspoesie, 
die poesie pure, gegen die Brecht einmal bewusst 
seinen Massstab des Gebrauchswerts setzte, gewisser-
massen in vorderster politischer Front? 64 
Hans Egon Holthusen dismisses the conclusions reached by 
Enzensberger in 11 Poesie und Politik 11 as "Heimkehr ... in die 
unverwlistliche deutsche Innerlichkeit", and regards the 
political function ascribed to poetry by Enzensberger as 
nothing more than a substitute for the "betrayed revolution 11 • 65 
Another critic, Hans Mathias Kepplinger, considers that 
Enzensberger, by postulating poetry as an opposing force to 
power politics, is in fact confusing aesthetic and political 
categories. To isolate poetry in its resistance to power 
structures as he does is inadmissible, since poetry is by 
no means alone in its opposition: every spontaneous social 
action, and not merely poetry, may afford such resistance. 66 
Enzensberger's subsequent position showed that he may well 
have taken note of these criticisms. 
The writings \•l'e have so far considered show a heavy 
commitment on the part of the poet to poetry and a belief in 
its social value, even if he also sees 11 Spuren der Ersch~p-
fung" in modern poetry and some dubious developments in the 
so-called "avantgarde". But even before the publication of 
blindenschrift Enzensberger had not restricted his writing 
to the field of poetry: a large section of the volume 
Einzelheiten is devoted to his theory of the media, a section 
entitled "Bewusstseins-Industrie''. Nevertheless, the major 
emphasis was on poetry, both the writing of it and the 
64. Von den Grenzen moderner politischer Lyrik: Einige 
theoretische Uberlegungen, Theorie der politischen 
Dichtung, ed. Peter Stein, Nymphenburger, Munchen, 
1973, p.l69. 
65. Freiheit im Nirgendwo, Neue Zurcher Zeitung, 3.2.1963. 
66. See Chapter I, p.21 . 
55. 
writing about it. After 1964 a great change occurred. In 
the same year there appeared in addition to blindenschrift 
the study Politik und Verbrechen, which sought to prove a 
link between politics and crime; and in this period he 
also wrote some of the speeches, articles and essays· which 
were published in 1967 under the title Deutschland, 
Deutschland unter anderm. Ausserungen zur Politik. The 
year 1965 saw the founding of his periodical Kursbuch, the 
\ first number of which was devoted to literature, but which 
thereafter revolved around a wide variety of themes, in 
>, particular politics. Enzensberger was as it were, overtaken 
by events- the Vietnam War, the"Grosse Koalition", the 
11 Notstandsgesetze" and political unrest in Europe and the 
United States - and if he did not actually refute his 
previous optimistic statements on the role of poetry, he 
quickly realised that its influence on events was too 
indirect, gradual and diffuse to be of value in a situation 




resulting standpoint, which was clearly articulated in a 
Kursbuch article of 1968, "Gemeinplatze, die Neueste 
Literatur betreffend", a title clearly echoing Lessing's 
c~ 
"Briefe, die neueste Literatur betreffend" (1759-1765), has 
., been misinterpreted as a declaration of the bankruptcy of 
literature. In fact, due partly to the force of circumstances, 
he was merely concentrating his energies on other, possibly 
less glamorous fields of literary endeavour. 
In May 1967 Enzensberger took stock of the current 
state of literature and of politics in Germany and 
concluded: " ... die Aussichten fur die deutsche Politik und 
\ 
,,, 
.. ~ " :\ 
_.!< 
56. 
fur die deutsche Literatur, und erst recht fur das Verhaltnis 
von Litera tur und Poli tik in Deutschland, sind trUbe". 67 The 
specific genre "Poesie" has been merged in this statement 
into the comprehensive term 11 Literatur 11 , since the crisis 
he is referring to embraces more than poetry, more than 
literature even: it embraces the whole social structure of 
the Bundesrepublik. Five years previously, in other words 
at approximately the same time as the appearance of "Poesie 
und Politik 11 , the German post-war writers had been a 
"gesellschaftliche Macht", 68 if a minor one. This, we are 
told in "Gemeinplatze ... 11 , had come about because literature 
had fulfilled the function of being an i'Alibi im Uberbau", 69 
endeavouring to prove to the outside world that the Germans 
had indeed reformed their ways, but which in fact had 
served as a smokescreen obscuring those facets of society 
which had in no way altered since 1945. Literature had been 
saddled with "Entlastungs- und Ersatzfunktionen" 70 and had 
taken the place of what in reality did not exist in the BRD 
- a genuine political life. But even this literary oppos-
ition, tolerated by society, was, with its "theorieblindem 
Optimismus, naiver Uberheblichkeit und zunehmender 
Unvereinbarkeit von politischem Anspruch und politischer 
Praxis", 71 unprepared for the crisis when it came, unable to 
provide an effective opposition and lost the initiative to 
67. Klare Entscheidungen und trube Aussichten, UE, p.232. 
68. Ibid., p.225. 
69. ~' p.44. 
70. Ibid. 










the student movement. For, according to Enzensberger, 
literature and its exponents had been unable to see the 
contradictions of its position in society, the fact that it 
was still dominated and manipulated by the bourgeoisie, the 
only area in which they held undisputed sovereignty. Such 
dominance had enabled the late capitalist society to absorb 
and use for its own devices any aspects of culture that may 
have appeared revolutionary. We have thus arrived at a 
crossroads where the potential threat to society posed by 
poetry - as outlined in "Poesie und Politik" - is neutralised. 
From this basis Enzensberger was able to conclude that a 
revolutionary literature did not exist, and that in the then 
prevailing situation there was no essential social function 
for literary works of art. As an alternative to creating 
works of art, he suggested a modest role in promoting the 
"politische Alphabetisierung Deutschlands", which may in the 
first instance have to begin with the "Alphabetisierung der 
Alphabetisierer".n 
This essay, together with two others from the same 




Karl Markus Michel, Ein Kranz flir die Literatur. Flinf 
Variationen tiber eine These, Kursbuch 15, November 
1968, pp.l69-186. The following example of Michel's 
rhetoric will suffice to illustrate his rather more 
negative viewpoint: "Die Kunst ist tot: Be~ 
schworungsformel mit wechselndem Nachsatz, irnmer 
wiederkehrend auf den Wanden der Sorbonne und des 
Odeon, wie urn z·u sagen, dass nur ein trotziges 'es 
ist' dem utopischen 'es sel' Nachdruck verleiht; 
denn in Wahrheit ist sie ja nicht tot, sie lebt 
geschaftig fort, wenn auch als Leiche, als Ware, als 
Fetisch, und gaukelt weiter eine Zone der Freiheit, 
der Autonomie, des Sinnes vor, die es zu entlarven 
gilt als Schwindel. .. " (p.l70). 





Enzensberger was propagating a cult of the death of 
literature and to claim that the position put forward in 
the periodical was defeatist and unwilling to propose 
constructive alternatives.~ A closer reading of Enzens-
berger's essay, however, might have led to less hasty and 
outraged rebuttals. At the very beginning he remarks that 
the "death of literature 11 is itself a literary metaphor, at 
least a century old, although he does concede that literature 
has become a pursuit of the elite, losing an ever increasing 
number of its adherents. 75 Of more consequence is his 
opinion that those who indulge in producing "literarische 
Kunstwerke" run the risk of creating work that is "nutz- und 
aussichtslos". 76 He concludes with the sentence, "Wer 
Literatur als Kunst macht, ist damit nicht widerlegt, er 





Heinrich Vormweg, Ein Leichenschmaus? Merkur 250, 
February 1969, p.209: "Der Unterschied besteht 
darin, dass die Kursbuch-Autoren ganz genau zu wissen 
meinen, was Literatur, Kunst und Kritik seien 
namlich tot; dass ihre apostrophierten progressiven 
Kontrahenten aber nicht vorgeben, etwas zu wissen, 
sondern fragen, ob und wie Literatur, Kunst und 
Kritik noch moglich seien und was sie sein konnten 
innerhalb der durch Naturwissenschaften, Technologie 
und Industrie radikal veranderten menschlichen 
Verhaltnisse." 
Ursula Reinhold, Literatur und Politik bei Enzensberger, 
op.cit., p.ll2: "Hierin [Kursbuch] wurde nicht 
gefragt, was Poesie vermag, sondern durch die rein 
syntaktische Alternative Revolution oder Literatur 




Ibid., pp.Sl-52. Buckley sees this statement as an 
"escape clause", which allows Enzensberger to retain 
the freedom to continue writing poetry: "Enzensberger 
seems to be saying, why not write? - as long as the 
writer has no illusions as to the significance of his 




also - and this answers much of the criticism - sees no 
point in the "Liquidierung der Li teratur": 78 it is just 
that the enemy is more important and powerful - that is, 
the organs of the dominant "Bewusstseins-Industrie". 
Creative energies should be turned towards combating its 
influence, and Enzensberger sees no significant role for 
the "literarisches Kunstwerk 11 in this struggle. Two years 
later, in a review of Tintenfisch 3, he was able to provide 
a brief assessment of the possible achievements of 
literature, which obviously owed more than a little to the 
insights gained in 1968: 
Literatur wird hier weder als Geistesmacht noch 
als stinkender Leichnam vorgefuhrt. Immer noch 
wirft sie hie und da Uberraschungen und Einsichten 
ab, wenn sie sich, wie in diesem Buch, weder 
aufblaht noch duckt.~ 
And poetry? In "Gerneinplatze, die Neueste Literatur 
betreffend", Enzensberger reduced the "literarisches 
Kunstwerk", a category to which poetry also belongs, to a 
much more modest role than in "Poesie und Politik 11 ; by 1971 
he had not, at least publicly, altered his stance signif-
icantly. An interview with Weimarer Beitrage in the same 
year testifies to this. r4ore interested in his recent 
publication, the "szenische Dokumentation", Das Verhor von 
Habana, he was prepared to speak only briefly about poetry: 
"Ich gebe der Lyrik nur sehr geringe, nur sehr begrenzte 
Chancen. Innerhalb der politischen Arbeit, glaube ich, soll 
man sie nicht Uberschatzen", adding, " ... unter unseren 
Bedingungen ist die Lyrik eben nach wie vor eine elitare 
Form mit monologischem Charakter 11 , 80 thus echoing his 
78. ~' p.52. 
79. Dichter mit trockner Hand, Der Spiegel, No. 37, 1970. 
80. Interview mit Hans Magnus Enzensberger, Weimarer 






earlier criticism of Gottfried Benn in "Scherenschleifer 
und Poeten 11 • Nevertheless, thirty-three new poems were 
published in the Gedichte 1955-1970, and more recently he 
has produced the thirty-seven ''Balladen~' in Mausoleum, as 
well as some uncollected poems. 81 . If such poems fulfil only 
a very minor role in the political sphere, then they serve 
a more important function in the personal sphere, bringing 
to bear the necessary counterweight and "Ideologieverdachtn 
to his political activities, which have tended to result in 
frustration. Poetry then is, as Reinhold Grimm put it, the 
"Gefass fur seine periodische Resignation und Verzweiflung", 
and together poetry and politics form for Enzensberger a 
linked process which may be described as dialectical.~ 
By way of conclusion, let us consider briefly the 
poem "Zwei Fehler", which was included in the collection 
Gedichte 1955-1970 in 1971. 83 As well as specifying his 
most recent attitude towards his craft, it also gives a 






Ich gebe zu, ~einerzeit 
habe ich mit Spatzen auf Kanonen geschossen . 
Dass das keine Volltreffer gab, 
sehe ich ein. 
Dagegen habe ich nie behauptet, 
nun gelte es ganz zu schweigen. 
Schlafen, Luftholen, Dichten: 
das ist fast kein Verbrechen. 
"Stadtrundfahrt", "Wunschkonzertn, "Nicht Zutreffendes 
streichen 1', "Finnischer Tango", Text+ Kritik 49, 
January 1976, pp.l-4. 








Ganz zu schweigen 
von dem berlihmten Gesprach liber Baume. 
Kanonen auf Spatzen, das hiesse doch 
in den umgekehrten Fehler verfallen. 
The first two couplets express the poet's overestimation 
61. 
of the power of poetry and the futility of his early poetic 
onslaughts: both in the targets he aimed at- the "Kanonen", 
the institutions of power - and in the means used to do so -
the 1'Spatzen", poems. The third nevertheless denies having 
imposed a subsequent poetic silence, because as the fourth 
and the fifth with their references to Brecht's "An die 
Nachgeborenen" make clear, writing poetry, like sleeping and 
breathing, is an almost harmless activity; and we can infer 
that like sleeping and breathing it is also, for certain 
individuals, an indispensable activity. The final couplet 
mirrors the first by returning the inverted proverb to its 
conventional form and expressing the futility of attacking 
the almost harmless activity of writing poetry, thus 
reflecting the poet's comments on the "Liquidierung der 
Literatur" in the essay "Gemeinplatze ii Poetry is 
therefore of little consequence, its harmful effects minimal; 
but for those who succumb to its attraction it assumes a 
vital role:4 in Enzensberger's case as an outlet for his 
darker thoughts. His latest poetic publication, Mausoleum. 
Siebenunddreissig Balladen aus der Geschichte des Fortschritts, 
with its cyclical view of history and pessimistic, even 
cynical attitude towards nprogress", gives no reason to 
suppose that this function of poetry has much altered for him. 
84. Cf. Peter Ruhmkorf, Dieses Schwanken und Schlingern, 
Der Spiegel, No.21, 1972: n ... die diminutive 
Demutsgeste, mit der diese Verse daherkommen, meint 
doch wohl, dass der Dichter seine Dichterei in den 
Rang von etwas Lebensnotwendigem erhebt 11 • 
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However much the significance of poetry has altered 
in Enzensberger's estimation during the last fifteen years, 
his work has never relinquished its autonomy. vJhether musing 
on the possibilities of an idyllic isolation or criticising 
comrades on the political Left, Enzensberger has reserved 
poetry's right to elude any compromise or ideology. His most 
recent utterance on the subject makes this abundantly clear. 
In an address entitled 11 Bescheidener Vorschlag zum Schutze 
der Jugend vor den Erzeugnissen der Poesie", he defends 
poetry (and unsuspecting school pupils) against the 11 idee 
fixe der 'richtigen Interpretation'" 85 and the ever-changing, 
academically devised models on the "Interpretationsmarkt". 
The reader may use a literary text in whatever manner he 
chooses and a "standard" interpretation takes on the limiting 
function of any political or artistic ideology: "Die 
Lektlire ist ein anarchistischer Akt. Die Interpretation, 
besonders die einzig richtige, ist dazu da, diesen Akt 
zu verei teln". 86 In this context the autonomy of the poem 
now reaches out to protect the recipient too. 






III THE CONFLICT 
So far we have encountered a minimal amount of 
Enzensberger's poetry, having limited our enquiry to what 
may be described as peripheral, but nevertheless important 
areas. In this present chapter we shall determine the scope 
and development of Enzensberger's conflict from the poems 
themselves. The aim here is not so much to arrive at an 
original interpretation of the poetry as to obtain clarity 
and consensus in this complex question. It is hoped that the 
concensus thus achieved will provide a sufficiently author-
itative basis on which to found the crucial subsequent 
investigations of the patterns. In order to overcome the 
dangers of oversimplification and of applying a later model 
to an earlier example, it has been decided that a chrono-
logical treatment of the five volumes of poetry offers the 
most satisfactory method of organization. In addition, this 
allows each volume to be examined as a separate entity, a 
concession we are bound to make to a poet like Enzensberger, 
who is anxious to avoid self-repetition. 1 
As mentioned above, the question is complex and should 
not be oversimplified. Even useful formulae such as Grimm's 
"Dualismus 11 theory or Bridgwater's "conflict between lyric 
poet and socialist realist or satirist" must be regarded 
1. Interviev1mitHans f-1agnus Enzensberger, op.cit., p.90. 
" ... man muss sich ... Sachen heraussuchen, die man 
noch nicht kann, und die muss man lernen. Das sehe 




initially with scepticism, 2 although they do make clear in 
their two-sided approach that an ambivalence is always in 
play. The following brief summary, therefore, does not 
claim comprehensiveness, but attempts to furnish the reader 
with the basic thread with which to orientate himself in the 
course of this chapter. 
In the two early volumes, verteidigung der wolfe 
(1957) and landessprache (1960), conflict expressed itself 
in the contrast between the unrestrained anger of the 
polemical "bose gedichte", designed to provoke the reader 
into a willingness to change society, and the quieter, more 
gentle poems concerned with the perennial themes of love, 
death and nature. In landessprache nature in particular 
took on the role of a passive opposition, pitted against, 
but at the same time threatened by the horrors of commerc-
ialism and the shadow of nuclear warfare, this passivity 
assuming at times the character of resignation. The petu-
lance, utopianism and contempt of the first two collections 
gave way to a cooler, less abrasive and less ambitious 
poetry in blindenschrift (1964), where nature and political 
involvement, the aesthetic and communicatory functions of 
poetry were no longer mutually exclusive. Instead they 
were brought together in a dialectical interaction which 
resulted in some of Enzensberger's most successful and 
enduring poems: balanced in the tension between the two 
extremes, they tended to have more strength than those 
2. The latter not the least because the term 
"socialist realist" is associated with forms of 





weighted too heavily towards one side or the other. But if 
the conflict found some kind of literary solution here, a 
personal solution was not forthcoming. Although in the 
thirty or so previously unpublished poems in the Gedichte 
1955-1970 (1971) nature and the conventional lyrical pre-
occupations withdraw completely, they are replaced by the 
overt expression of what they had earlier disguised, the 
realization of the futility of political action in its 
struggle against the simultaneous awareness of its necessity. 
More recently, in Mausoleum. Siebenunddreissig Balladen 
aus der Geschichte des Fortschritts (1975), Enzensberger 
wavers between the Adornoesque suspicion of "progress" which 
has always influenced him and the desire to situate it in 
its proper Marxist historical perspective. 
(i) VERTEIDIGUNG DER WOLFE 
Certain clues as to the thematic content of 
Enzensberger's first volume of poetry appear in the title-
headings of the book's three sections: "freundliche 
gedichte", 11 traurige gedichte ;, and "bose gedichte". It 
would be a mistake, however, to assume that these headings, 
which are reminiscent of Bernard Shaw's categories, 11 Plays 
Pleasant" and "Plays Unpleasant", or even Jean Anouilh's 
"Pieces noires" and "Pieces roses", specify three strict 
classes of poem. verteidigung der wolfe was Enzensberger's 
maiden collection of poetry; we can therefore expect a 
wide range of experimentation with theme and language. That 
_:-_ .... 
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we can query only one or two of the poet's classifications 
is largely due to the fact that the categories are 
sufficiently broad and vague to include most types of poem. 
If one relates the poems strictly to their section-headings, 
it becomes clear that at least two of the "freundliche 
gedichten, "h8tel fraternit~" 3 and "trag5die", 4 and one of 
the "traurige gedichte'e, 11 misogynie", 5 are misplaced. The 
ambiguous coupling of "mein feind" with "mein bruder" and 
the images of desolation ("der an die wande pocht 1 der 
schreit I der trinkt I der nichts tut") in the first of the 
above poems might align it more with the "traurige gedichte 11 : 
the second might more accurately appear under the "b5se 
gedichte", with its gross caricature of bourgeois culture; 
and the third which expresses an almost exaggerated disgust 
with the contemporary exploitation of sex: 
ich habe den scheckigen ritus satt, 
den sudelzauber mit laich, die blinde 
besamung im slissen schlamm 
could also merit consideration as a "b5ses gedicht", although 
it is true that the emotions sadness and anger are difficult 








Dimter (op.cit~ also notices the misplacing of some 
of the 11 freundliche gedichte", selecting in particular 
nsie9 der weichseln" and "letztwillige verfligung" (V, 
p.31), and remarking: -
In der Tat sind viele der Gedichte unter der 
Rubrik "freundliche gedichte 11 nicht ausschliess-
lich "freundlich". Das liegt allei~ schon in 
ihrer Thematik: der Kultur~, der Zeitkritik. Ja, 
man muss sich sogar fragen, ob manche Gedichte 
nicht gerade mit ironischer Absicht, beabsich-
tigtem Zynismus, in diese Rubrik aufgenornmen 
wurden, sozusagen verfremdet~ wie z.B. "sieg der 





like Curt Hohoff, dismiss the divisions in the book as 
"unwichtig": 7 they are if nothing else an indication of 
Enzensberger's differing poetic moods, beginning a process 
of conflict and interaction which is brought to a head in 
blindenschrift. 
The m:oods of the "freundliche" and 11 traurige gedichte" 
are closer to one another than to the "b6se gedichte". 
Encompassing areas traditionally the preserve of lyric 
poetry - love, death and nature - they represent the opposite 
pole to the "Zeitkritik" of the "bBse gedichte", which deal 
principally with political, economic and social manip-
ulation. The "freundliche" and "traurige gedichte" differ 
from each other in that the former tend to be lighter and 
more optimistic, the latter elegiac and bitter. If Enzens-
berger at this early stage found it contradictory to bind 
together lyrical and public or political poems in one volume, 
then one method of resolving the contradiction was to attempt 
to keep them apart in separate sections. Indeed, it seems 
that in the final section, the "bBse gedichte", he succeeded. 
It is only here that a real homogeneity is achieved: "anger" 
in one form or another is common to all of the poems in the 
section, and almost all could be described as "zeitkritisch". 
This, allied with the fact that the very title of verteidigung 
der wBlfe puts an emphasis on the "bBse gedichte", since in 
a iengthene'd form it is also the title of the last poem 
6. (continued) 
sind durchaus "b6se" Gedichte. Die "traurigen" 
Gedichte werden von der Grundstimmung der Trauer 
beherrscht, doch auch der Resignation, der Klage, 
die in Anklage ubergeht. (pp.l0-11) 
7. Curt Hohoff, Lyrische Saturnalien, Suddeutsche Zeitung, 
15.3.1958. 
• • A 
··' 
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in the collection - "verteidigung der wolfe gegen die L3.mmer" 8 
- makes it hardly surprising that most early critical atten-
tion focused on the final section. This study will conform 
to the norm by considering the critical before the lyrical 
pole, but would not claim that social criticism or anger are 
confined to the "bose gedichte", even taking into account 
those exceptions already mentioned. Elements of Enzens-
berger's anger pervade the whole volume: consequently any 
attempt to maintain the poet's three categories in a 
discussion of the thematic material must be abandoned. 
Enzensberger's almost proverbial "anger" is a term 
which has been rendered almost meaningless through over-use 
and which says little about the motivation for his "bose 
gedichte". It merely describes the dominant mood in the 
final section of verteidigung der wolfe and much of landes-
sprache. This arises from an extreme, almost desperate 
critical stance, in which are assembled what may broadly be 
described as a horror of the "civilized" world and an 
associated dismissal of history, a fascination with power and 
a general contempt of humanity, all of which culminate in a 
sense of absurdity and represent the subjective experiences 
of an individualist who can only rage and moralize, without 
being able to frame his attacks in a specific ideology. 
There runs through the whole of verteidigung der wolfe 
an ostinato, a reaction stemming from the poet's realization 
that all is not right with the world. Holthusen has used 
the Sartrean term "nausee" 9 in connection with one of the 
8. y_, p. 9 0 • 
9. Hans Egon Holthusen, Die Zornigen, die Gesellschaft 
und das Gluck, op.cit., p.46. 
,, 
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poems "<vhere this feeling is most pronounced, "drift I ".10 In 
the company of other critics he has also applied its German 
equivalent, "Ekel", to Enzensberger's poetry. 11 This is a 
feeling of horror, of aversion, which is especially directed 
towards the contemporary Western "civilized" world and its 
historical development. We shall see in landessprache how it 
is more or less systematized to provide the starting-point 
for Enzensberger's diagnosis of existence. In the present 
volume, although it is ubiquitous, it is also less well 
defined: only in the "b6se gedichte" does it become at all 
specific. Nevertheless, it constitutes a base from which 
many of the poems radiate. A quotation from Enzensberger's 
brief essay "Scherenschleifer und Poeten" reveals how wide-
ranging the objects of his "Ekel 11 are and what poetic process 
they call into being: 
Meine Gegenstande, die Gegenstande meines Gedichts, 
sind heisse Gegenstande - es gibt keine andern mehr, 
denn ich lebe, wie jedermann, in einer Welt aus 
"kochendem Schaum". Heiss, in diesem Verstande, ist 
selbst das, was in der Frankfurter Allgemeinen 
Zeitung steht, die doch ihre Gegenstande nach Kraften 
zu temperieren bemuht ist, damit sich die Elite der 
Bundesrepublik nicht die Zunge verbruht. Wie man 
Hiroshima, Budapest und Algier kalt halten sollte -
oder auch nur den Verkehr auf der Strassenkreuzuncr 
oder die Jukebox in der nachstbesten Kneipe -, da~ 
ist schwer einzusehen. 12 
10. y_, p.42. 
11. Holthusen, op.cit., p.47. See also: Paul Noack, 
Fremdbr6tler von Beruf, op.cit., p.93, and Dieter 
Schlenstedt, Unentschiedener Streit? op.cit., p.ll8: 
"Die in der Provok~tion liegende kritische Absicht 
wandelt sich in lahmenden Ekel vor dem als abscheulich 
fixiert empfundenen Zustand der Welt. Ekel nun zeigen 
fast alle der grossen angreiferischen Gedichte 
Enzensbergers". 





The adjective "heiss" resulting from interaction with 
objects as far removed - or, in Enzensberger's opinion, as 
closely allied - as the Algerian Civil War and jukeboxes may 
be associated with the general reaction of horror in the poet. 
In verteidigung der wolfe symptoms of "Ekel" can be found in 
poems as dissimilar as "candide" 13 and "ratschlag auf 
hochster ebene" 14 or "telegrammschal ter null uhr zv.Jolf" 15 
and "drift I": the difference lies in the intensity with 
which they are expressed. 
One can interpret the poem "candide" in at least two 
ways: it can be seen as an echo of Gottfried Benn's 
dismissal of the ephemera of history in favour of the intran-
science of art, as does Holthusen; 16 or it may be construed 
as a critique of such an attitude. 17 The juxtaposition of 
the trivial and the momentous on which the poem is built 
leads ultimately to a sense of unease, not unlike that 
expressed more strongly and explicitly in "tragodie", where 
preoccupation with "culture", in this case theatre, is found 
to be a convenient escape from more pressing concerns. In 
his gently mocking, lyrical tone the poet has perhaps 
minimized the significance of historical events, but it must 
not be forgotten that the hero of Voltaire's Candide, from 
which Enzensberger's poem takes it title, is prone to a naive 
13. y_, p.21. 
14. Ibid., p.72. 
15. Ibid., p.l8. 
16. Holthusen, op.cit., p.65. 
17. See Otto Knorrich, Hans Magnus Enzensberger, op.cit., 
p.529: "In 'candide' z.B. wird die Flucht aus der 
Zeitgenossenschaft in ein asthetizistisches Abseits 
satirisiert ... In deutlicher Benn-Parodie wird dessen 




optimism which ultimately becomes ridiculous: 
damonie? ist gewohnlich dilettantismus. 
katastrophen? kaffeeklatsch der geschichte, 
uberdauert von tonkrugen, von profilen, 
und von deinen aprikosen, candide. 
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"candide" represents an innocence which the poet himself has 
long lost, although he may have attempted to recapture it in 
the "freundliche gedichte". The "Ekel" experienced in this 
poem is of a mild, incipient, almost good-natured variety. 
History is also the subject of the more extreme 11 ratschlag 
auf hochster ebene 11 in which the "makers of history", after 
being soundly abused - "schuttere wolfe, 1 geschminkte 
keiler, kastraten I mit herzklaps, affensaft I in der welken 
milz, eine hutzel I zwischen den beinen" - are depicted 
as passengers in "schonen klippern 11 above the Gulf Stream, 
whose shrunken sexuality attracts only "immer diesselbe 
vettel, history, I hassliche hostess 1'. We must regard the 
"makers of history" as aging statesmen, who, responsible 
for many of the world's ills, will nevertheless be 
accorded a place in history. The poet's rather ineffectual 
response is to order them to die, to jump out of the aircraft 
11 ohne fallschirm! 11 , his "Ekel" and repugnance being conveyed 
in the sordid sexual imagery. Despite being a "freundliches 
gedicht", "telegrammschalter null uhr zwolf" slips into 
the elegiac mood: provoking- "Ekel" here is the technologizing 
and marketing of emotions and the means of communication. 
"mi dulce amor", says ·the heart; "fasse dich kurz 11 , replies 
the intellect, already calculating the cost of a telegram 
offering condolences at a bereavement. The "Ekel" in "drift 
I" is existential, rather than social or political, anticip-





sisyphos". The '1 drift" is sexual promiscuity pictured in 
nautical terms: 
die zerrissenen laken heulen im wind: 
du treibst, odysseus, 
zwischen den schenkeln der tauschung ... 
72. 
leading to no more than feelings of bitterness, aimlessness 
and transience, which are reinforced by the knowledge that 
the situation is age-old and inescapable: •a ••• dein lied I 
staubt i.iber ein al tes wasser a us irrtum11 • Resignation,. 
rather than anger, is the result here. 
Resignation is one consequence of a confrontation 
with the world's evil: another is the attempt to discover 
the causes of such evil. This is perhaps undertaken more 
successfully in Enzensberger's essays, since poetry is not 
equipped with their analytical tools. In the "b6se gedichte", 
however, Enzensberger arrives at a slick and even plausible 
explanation of the world's problems by examining power 
relationships. This explanation is most clearly formulated 
in the poem "verteidigung der w6lfe gegen die larnmer 11 which 
elaborates the inverted metaphor in the title of the 
collection. Here it is not the wolves who are considered 
the perpetrators of evil, but the party thought traditionally 
to be wholly innocent - the lambs. Their sheer passivity, 
their willing cooperation is tantamount to an invitation to 
be subdued and manipulated: 
gelobt sein die rauber: ihr, 
einladend zur vergewaltigung, 
werft euch aufs faule bett 
des gehorsams. winselnd noch 




wollt ihr werden, ihr 
~ndert die welt nicht.w 
73. 
Enzensberger was not so much exonerating the "wolves" as 
blaming the '"lambs" for not resisting the domination of the 
"wolves": 
Die spezielle Richtung von Enzensbergers Kritik 
richtet sich Ubrigens ebenso gegen die Opfer der 
Macht wie gegen die M~chtigen selbst. Er wirft 
den Missbrauchten ihre Lethargie vor.B 
Such an approach was highly original and helped Enzensberger 
to make an early impression on the literary scene, appearing 
as it did in at least four other poems: "geburtsanzeige",w 
"bildzei tung", 11 sozialpartner in der ri.istungsindustrie", 21 
and "konjunktur". 22 The key term applicable to these poems 
is "manipulation", for each demonstrates some aspect of 
manipulation. In 11 geburtsanzeige" it is cradle-to-grave 
manipulation, admitting only in the final strophe the 
possibility of rebellion; 11 sozialpartner in der ri.istungs-
industrie" begins with a criticism of the wielders of power, 
18. This poem bears an extraordinary likeness to a poem 
selected by Enzensberger for his Museum der modernen 
Poesie, "Das seltsarnste Geschopf" (Dunyanin en tuhaf 
mahluki.i) by the Turkish poet, Nazim Hikmet. Compare 
the following lines: 
Den Schafen gleichst du, Bruder, 
wenn der Viehh~ndler, mit deinem Fell angetan, 
den Stock hebt, 
stosst du sogleich zur Herde, 
beinahe stolz lai.ifst du der Schlachtbank zu ... 
Wenn wir ausgehungert sind, verbraucht, 
nur Haut und Knochen, 
ausgepresst wie Trauben, unseren Wein zu geben -
ich kann nicht sagen, dass die Schuld nur bei 
dir liegt, 
aber, Bruder, zum grossen Teil. 
(pp.325-326; translated by Stephan Hermlin) 
19. Alfred Andersch, 1 (in Worten:ein) zorniger junger l"l.ann, 
op. cit. , p. 12. 
20. y_, p.65. 
21. Ibid., p.84. 




but devotes the bulk of its attention to the "niemand I im 
windigen trenchcoat 11 , who is "jeder nasfiihrung I ausgelie-
fert", the unsuspecting and unreflecting accomplice in the 
armaments industry, who helps to plan his own destruction; 
in "konjunktur" the manipulators are pictured as fishermen 
attracting their victims with the sweet bait on the end of 
their lines- the bait being the fruits of the "konjunktur 11 ; 
and it is the manipulative effects of the media - in this 
case a popular national daily - which are portrayed in 
"bildzeitung", a fabricator of lies and ersatz preoccupations • 
What these poems expose in a somewhat sensational manner 
was formulated more methodically in the later essay 
"Bewusstseins-Industrie'' (1962) . Here Enzertsberger post-
ulates a system of "immaterielle Ausbeutung 11 23 in all 
advanced industrialized nations, an exploitation directed 
towards 11 die Zementierung der etablierten Herrschaft 11 • 24 
This is achieved by maintaining control of the organs which 
generate opinions and judgements, not only the media, but 
also publishing, the cinema and even the tourist industry. 
As a result of this subtle process power is accumulated in 
the hands of a few, a situation passively accepted by the 
majority, whose "consciousness" has been manipulated not to 
know better. 25 In another essay, published two years later, 
2 3. EI I pp .1.3-14. 
24. Ibid., p.l7. 
25. Ibid., pp.l4-15; "An die Stelle der materiellen tritt 
eine immaterielle Verelendung, die sich am deutlichsten 
im Schwinden der politischen Moglichkeiten des einzelnen 
ausdriickt; einer Masse von politischen Habenichtsen, 
iiber deren Kopfe hinweg sogar der kollektive Selbstmord 
beschlossen werden kann, steht eine immer kleinere 
Anzahl von politisch Allmachtigen gegeniiber. Dass 
dieser Zustand von der IVlajoritat hingenommen und 
freiwillig ertragen wird, ist heute die wichtigste 
Lei stung der Bewusstseins-Industrie. 11 · 
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Enzensberger compressed the workings of this system into the 
epigram: "Ohne die Ohnm~chtigen sind die M~chtigen ohn-
m~chtig". 26 
Although he does not overlook the ironic nature of the 
"bose gedichte 11 , Herbert Heckmann nevertheless detects in 
them a certain n Sympa thie mit dem IVlach tigen" , 27 perhaps 
thinking of Brecht and his fascination with the figures of 
capitalist power - Pierpont Mauler in Die heilige Johanna 
der Schlachthofe or Puntila. Enzensberger is more interested 
in the actual power structure, but there is no doubt that 
certain dangers are inherent in this interest as it is 
represented in his poems. In castigating the manipulated 
rather than the manipulators, it is possible that he is 
bypassing the real problem: 
Die Kritik bescheinigt den Manipulierern ihr 
gelungenes Werk und trifft nicht sie, sondern die 
Manipulierten selbst. Damit aber beraubt er sich 
der Moglichkeit, veranderungswillige Elemente in 
der westdeutschen Wirklichkeit aufzufinden und 
anzusprechen ... Manipulation wird so in ein 
unentrinnbares Fatum verwandelt, an dem die 
Manipulierten Schuld tragen.~ 
It is as if Enzensberger refuses to admit the possibility 
of the manipulated taking action to enlighten themselves -
or if so, only very occasionally and fleetingly as in 
"geburtsanzeige 11 - whilst at the same time making it 
patently obvious that only they can remedy the situation. 
Caught in this predicament, he has given the impression of 
arrogance. Paul Noack has described Enzensberger as "eine 
Art Ein-Mann-Elite" and Dieter Schlenstedt has said of him: 
"Er tritt mit dem Anspruch auf, mehr zu wissen als die anderen 
12.6. Reflexionen vor einem Glaskasten, Poli tik und Verbrechen, 
op.cit., p.38. 
27. Herbert Heckmann,Wandlungen der Lyrik, UE, p.l7. 







~nd mehr wissen zu wollen und die Verhaltnisse genauer 
durchschauen zu konnen". 29 This attitude is implicit in the 
harsh criticism of "verteidigung der wolfe gegen die larnmer", 
but it finds perhaps its strongest expression in "an einen 
mann in der trambahn 11 , 30 where social criticism does indeed 
give way to open contempt. In a much attacked essay, "Da~ 
Plebiszit der Verbraucher" (1960), which is aimed at the 
standardized catalogue trade of the firm Neckermann, 
Enzensberger remarked coldbloodedly: "Das deutsche 
Proletariat und das deutsche Kleinburgertum lebt heute, 1960, 
in einem Zustand, der der Idiotie naher ist denn je zuvor''.n 
This - although the essay was written after the poem - is 
the message of "an einen mann in der trambahn". Here the 
lyrical self is pitted against an Everyman figure, the 
anenymous man in the tram. Such a general appellation 
would indicate that the poet has no particular individual 
in mind, therefore his assumptions: 
was weisst du denn, 
wie die welt riecht, wie der lachs steigt 
in lappland, der duft der scala, 
der SUSSe Staub, mein alter lucrez 
mit marginalien von der hand diderots, 
die liebe in einem nachen im schilf: 
vergebens zubereitet fur dich, die welt: 
smack of an aristocratic distaste of the masses. Enzensberger 
blames the common man in this poem not only for being a party 
to the world's evil - from participating in the consumer 
society to aiding and abetting the forces of repression -
but also, it seems, for not sharing the poet's self-indulgent 
aestheticism, his "good taste". The poem leaves one with a far 
29. Dieter Schlenstedt, Unentschiedener Steit? op.cit., 
p.ll7. 
30. y_, p.77. 







from attractive impression of its author. Too often in 
verteidigung der wolfe and indeed landessprache Enzensberger 
adopts a holier-than-thou attitude and tends to regard his 
addressees as blind and illiterate idiots; too often he 
betrays an inclination to overgeneralize, to categorize 
without qualification, to pit himself as the only enlight-
ened individual against a world intent on self-destruction. 
Such a standpoint derives from a mind which wishes 
to instruct, but not identify with the instructed: the 
poet, mindful of the necessity of maintaining his auton-
omous integrity, chooses to stand apart. This position 
has caused several critics to apply the term 11 moralizingn 
or nmoral" to his work. Hans Schwab-Felisch sees 
Enzensberger suffering, like all moralists, from the 
discrepancy between his ideas and reality ')2 and Werner 1.-Jeber 
has hailed him as a "J!.1oralist auf der Schwelle"; 33 but 
Hans Mathias Kepplinger and Ursula Reinhold have gone a 
step further and seized upon this tendency to moralize in 
order to invalidate much of his thinking: 
Anstatt nach den Ursachen und Bedingungen histo-
rischer Situationen und praktischen Moglichkeiten 
zur Gestaltung einer ertr~glichen Welt zu fragen, 
liefert die moralisierende Gesellschaftskritik 
nicht mehr als Klage und Anklage. 34 
Behind the above and the following quotations is criticism 
of the absence of any concrete ideology in Enzensberger's 
32. Hans Schwab-Felisch, Hans Magnus Enzensberger, 
Schriftsteller der Gegenwart, ed. Klaus Nonnenmann, 
Walter,Olten/Freiburg, 1963, p.l06: "Enzensberger 
leidet, wie alle Moralisten, an dem Mangel der Uber-
einstimmung seiner Vorstellungen mit den Wirklich-
keiten". 
33. Nachwort, GEnt, p.89. See also: Dimter, op.cit., 
p.ll: "Enzensberger ist Moralist". 
34. Hans Mathias Kepplinger, Rechte Leute von links -







Enzensberger hat sich in seiner Lyrik keineswegs 
gescheut, politische Gegenstande direkt ins 
78. 
Gedicht einzulassen, aber die politische Stellung-
nahme zu ihnen erfolgt aus der moralischen 
Integrit~t eines einzelnen.~ 
For reasons which were detailed in the previous chapter 
Enzensberger has shown during his career an antipathy 
to placing his art at the disposal of any clear-cut 
ideological position, although he has on occasions availed 
himself of the tools of Marxist thought. His situation is 
complicated by the fact that his is "ein Zorn ohne 
konkreten Gegner":$ he does not have the advantage of 
a conspicuous enemy employing overtly brutal means of 
oppression, his enemy operates in a more subtle and 
refined manner, invisibly, wi·thin the all-embracing and 
all-absorbing "Bewusstseins-Industrie". In order to make 
its existence manifest, the poet is compelled to 
exaggerate and oversimplify. His most effective weapons 
therefore are anger and provocation 37 which, when taken to 
extremes, can distort and injure. If a "Missverhaltnis 
zwischen [dem] Pathos und dem Gegenstand" thereby arisesi 
if his work had to risk adverse comn1ent of the kind 
levelled at it by Patrick Bridgwater: 
And in any case wanting to hurt people is an 
extraordinarily bad and silly aim for a poet. 
Given this aim, it is only surprising that his 
early verse was not worse. 38 · 
35. Reinhold, op.cit., p.99. 
36. Rudolf Hartung, Zorn als Landessprache, Neue Deutsche 
Hefte 77, December 1960, p. 828. 
37. Dimter, op.cit., p.ll: "Sein Anliegen ist es, den 
Leser wachzurlitteln, ihn auf Umst~nde aufmerksam zu 
machen, zur Kritik herauszufordern 11 • 






this does not necessarily detract from the potential validity 
of his social criticism. His work, as Michael Hamburger 
has ventured to suggest, displays even in its destructive 
mood a heavy con1mitment towards society: Enzensberger was 
performing the necessary task of uttering what had long been 
kept silent,~ and at the same time fulfilling the modest 
function summed up earlier in the century by the English 
war poet, Wilfred Owen: n All a poet can do today is warn 11 • 40 
Criticism becomes self-defeating if there seems to be 
no possibility of improvement, if the wicked are indeed 
fated to inherit the earth at the expense of the weak. 41 
Acknowledgement of absurdity, the ultimate expression of 
"Ekel 11 , becomes a logical consequence, as the two poems 
11 anweisung an sisyphos" and the lesser known "auf der 
flucht erschossen" ~ illustrate. The figure of Sisyphus, 
as an archetype of absurdity, had already been used by 
Albert Camus in his collection of essays Le mythe de 
Sisyphe (1942) : in his address to this unfortunate sinner 
of the ancient world, who was condemned to roll a heavy 
stone ceaselessly up a hill, Enzensberger suggests the 
39. Michael Hamburger, Welt und Ich, op.cit., p.66: "Aber 
wer die Gesel.lschaft kritisiert, beweist seine Zuge-
horigkeit; und in seinen neuen Gedichten hat Enzens-
berger Dinge beim Namen g-enannt, die lange totge-
schwiegen wurden" . 
40. The Poems of ~\Tilfred Owen, ed. Edmund Blunden, Chatto 
& Windus, London, 1946, pp.40-41. 
41. A fact neatly expressed by Klaus Werner (Zur sozia-
listischen und blirgerlichen Lyrik nach 1945, op.cit), in the 
following words: 11 Solange Enzensberger lediglich 
verrat, dass es in seinem Lande nicht vorwarts geht, 
und selber gar nicht weiss, wie es vorwarts und wohin 
es gehen sollte, solange werden sich die Erkenntnisse 
die er vermittelt, darin erschopfen, dass das Schlechte 
schlecht ist." (p.35) 





emotion "zorn". Admitting that the labour is "aussichtslos 11 
he is able to offer the consolation of awareness in the form 
of anger: 
lab dich an deiner ohnmacht nicht, 
sondern vermehre urn einen zentner 
den zorn in der welt, um ein gran. 
In the face of the "Ohnmacht" of the "Ohnmachtigen", this 
accumulating anger is the poet's reaction too. If 
"anweisung an sisyphos" concedes at least the grim deter-
mination to continue, in ~auf der flucht erschossen" the 
lyrical self toys with the possibility of extinction. 
Expressed crudely, the theme of the poem is "stop the world, 
I want to get off!". The poet is on a train and overwhelmed, 
perhaps only momentarily, by the environment, he ponders 
whether to jump out: 
bedenk: die schaffner sind zahllos, 
bewaffnet mit pfeifen und zangen. 
bedenk: du bist mud, mit mordlust 
wenig begutert, dies alles bedenk, 
dann zieh die bremse 
und spring. 
Absurdity and suicide, however, are not the only alter·-
natives which the poet is able to furnish. The principal 
bridge to the world of the "freundliche gedichte" and 
11 traurige gedichte" is afforded by the h1o-voiced poem, 
"option auf ein grundstuck". 43 Here the world of the 11 bose 
gedichte 11 , of the "diktaphon", "borsenbUitter", the 
"kontrolluhr 11 and the "ratenzahlung" is juxtaposed with a 
lyrical, idyllic world of "ziegenhirten", "eine junge 
basilika" and "eine sammlung von schonen kupferstichen". 
\.Vi th lines reminiscent of "geburtsanzeige" the poem begins: 






warum war, als ich zur welt kam, der wald schon 
verteilt? 
warum standen fest tarif und kataster? 
81. 
to be contradicted immediately by the second voice, which 
insists on present reality rather than on idle speculation: 
du hast doch die wahl zwischen dem napf des 
dressierten afferi 
und der litze, dem diktaphon des dompteurs. 
a reality which involves regimentation and therefore manip-
ulation. But the first voice does hint at an ideal state 
of affairs, at an unspoiled world, which is able to assert 
itself unabashedly in the final strophe of this poem and 
which comprises the opposite pole to the 11 Ekel-" 
and anger-provoking world discussed at length above: 
Hinter der polemisch denunzierten Welt der Macht, 
der Politik, der unmenschlichen Technisierung und 
totalen Verwaltung erscheint in einer Reihe von 
Gedichten eine andere Welt, die mit der h~sslichen 
Wirklichkeit nichts gemein hat, eine utopische Welt 
der Reinheit und Unschuld.~ 
It is represented in a wide variety of poems and since not 
every poem can be examined individually, a selection, under 
certain thematic headings, must suffice. The four areas 
which may be considered as counter-worlds to that of the 
"bose gedichte" are nature, love, death and Utopia, the 
last of which may be associated with a poetic levity 
particularly evident in the "freundliche gedichte 11 • 
Paul Noack has called Enzensberger nder Insel-
bewohner des 20. Jahrhunderts, der das Inseldasein als 
letzte Losung ausgibt 11 , 45 elsewhere an ''Idylliker der 
Hoderne 1146 and has even compared him to Rousseau in his 
44. Helmut Gutmann, Die Utopie der reinen Negation, 
op.cit., p.436. 
45. Paul Noack, Fremdbrotler von Beruf, op.cit., p.85. 










apparent desire to "return to nature".~ He is calling 
attention here to several poems, some appearing in the 
later collections blindenschrift and landessprache, which 
depict an isolated existence in a pre-industrial context 
or which portray unsullied nature as a "heile Welt", 
possessing a moral superiority to the ncivilized" world. 
In verteidigung der wolfe the contrast between the two 
worlds does not take on the proportions of landessprache, 
where a clear choice is made. In "flir lot, einen make-
donischen hirten'1 , 48 for example, the contrast is totally 
implicit, present only in the fact that the simple, even 
poverty-stricken world of the poem is represented in 
highly positive terms. The poet is a guest in a humble 
peasant's dwelling and, delighting in the unpretentious 
hospitality, partakes of his modest fare: 
hartes brot und schlechter kase 
werden mir zur schonen speise. 
schlafend ging ich satt und gllicklich 
wie von sinnen. 
In the playful poem "april"~ the civilized world is not 
excluded, but acts merely as a background for the poet and 
his "freundliches irrlicht", fading into insignificance as 
the counter-world is imposed on it: 
47. 
unter hafenkranen in goteborg 
wo irnmer wir spielen 
ist ein wald von oliven 
ein reicher fischgrund 
Ibid., p.92. 
48. y_, p.l2. 
49. Ibid., p.B. 
83. 
Referring to landessprache K.H. Kramberg claims 
that Enzensberger is in reality a 1'verschamter Subjek-
tivist u. 5o 11 Subjektivist" is a term which can be applied 
all the more to the earlier collection, since it includes 
poems quite openly concerned with the inexhaustible 
subjective ·themes of love and death, which are treated wi'ch 
a genuine warmth. 'I'here may be dark or ironic shadows, 
as in "warnlied" 51 or "erinnerung an den tod",~ but they 
do not obscure the sincerity of the emotion. "call it love 11 53 
is described by Bridgwater as "an objective love-poem ... 
a highly successful depiction of the shy advent of love in 
an age of thoughtless promiscuity". 54 If it is indeed an 
"objective 11 love poem, then the objectivity is imposed by 
_:-.i, the cliche English expression employed in the title: but 
it is also a utopian poem, appearing as a challenge to the 
world of the "b6se gedichte". In question is the return 
of something white which had previously been present, but 
,~ 
has since vanished or been expelled ("die verschollene", 
"die ausgewiesne"), returning now to settle on its 
persecutors ( 11 ihre bittern I todmuden jager 11 ). The final 
;>A 
comment expresses satisfaction: 11 sch6n ist der abend". 
11 klage urn ingo ledermann 11 55 is a short elegy achieving its 
-1 
effects with the simplest of means, brief statements of 
.>-
fact which culminate in a final line perhaps expressing 
the impossibility of adequately conveying grief: 
50. K.H. Kramberg, Gedichte eines unpolitischen Zeitge-
nossen, Suddeutsche Zei tung, 1.10.196 0. 
51. y_, p.l6. 
52. Ibid., p.58. 
53. Ibid., p.l9. 
54. Bridgwater, op.cit., p.247. 






du kannst es mit keinem teilen, mit keiner witwe, 
mit keinem hund. der die brunnen kannte, die 
orgel schlug. 
84. 
mit einem round voller klagen, mit einem munde voll 
sand. 
The final counterworld or escape from reality is 
provided by the poetic imagination alone. If human beings 
and their power structures are unalterable, then the poet 
can at least amuse himself by creating a topsy-turvy 
world based on an anarchic utopianism and expressed in a 
series of paradoxical images. We have met something 
similar in 11 call it love 11 , but the best example is to be 
found, fittingly enough, in 11 utopia 11 • 
segelschiffe 
werden aus bilanzen gefaltet. 
der kanzler schussert mit einem strolch 
urn den geheimfonds. die liebe 
wird polizeilich gestattet, 
ausgerufen wird eine amnestie 
fur die sager der wahrheit. 
Holthusen has called this tactic "Freiheit durch Einbil-
dungskraft" 56 as a solution to the injustices of the real 
world. However, it is no more than a cul-de-sac, since it 
can exist only in the poet•s imagination, whereas nature 
and human warmth can indeed be experienced, if only in 
flashes. It is a "solution 11 well exploited in 11 s!beg der 
weichseln", and may also be echoed in poems such as 
"locklied",~ "zikade",~ "scherzo"~ and even "april", 
which display a similarly playful disposition. Two other 
poems, "jemands lied"w and "niemand singt", 61 which are 
56. Holthusen, op.cit., p.67. 
57. y_, p.7. 
58. Ibid., p.9. 
59. Ibid. I p. 21. 
60. Ibid., p. 60. 







placed significantly at the very end of the "traurige 
gedichte '1 and which also express themselves in paradoxical 
terms, with the continual intrusion of an unexpected 
negative, touch a more sombre note: 
and: 
wie kann einer singen von dem was nicht singt 
vom stummen? 
niemand singt. aber wer lauscht ihm denn ... 
They not only connect with the motif of "Ohnmacht" in the 
"bose gedichte 11 , but also anticipate the resignation and 
ultimate silence of the "aden an niemand" in landessprache. 
It may seem that a disproportionate amount of space 
has been devoted to Enzensberger's first volume of poetry. 
This is not because it is considered his outstanding 
poetic achievement and therefore more worthy of attention 
than the others, but because it is possible to see quite 
clearly in verteidigung der wolfe the origins of the 
conflict which has dominated so much of his work. His 
methods of coping with this conflict were at this stage 
somewhat naive, tending towards extremes. Holthusen has 
noted perceptively that Enzensberger's resistance to one 
particular aspect of the "civilized" world, "blirgerliche 
Bildung" was "ebensosehr ein klinstlerisches wie ein 
gesellschaftskritisches Problem":~ the social pre-
occupations that he might seem to have inherited from 
Brecht turn out, therefore, to be no more than his injured 
sense of the aesthetic. It is not possible to excuse 
Enzensberger's bitter attacks on the proletariat and the 






petite bourgeoisie as an ironic form of political 
subversion: rather it is the voice of an individual who 
likes neither the powerful nor the proletariat. What 
purports to be a critique of contemporary society becomes 
no more than a deep suspicion of historical processes. Two 
interrelated conflicts reveal themselves in verteidigung 
der wolfe: the principal conflict, between political 
commitment and - with its associated arrogance, contempt 
and absurdity - political resignation, is evident in the 
11 bose gedichte 11 ; the secondary conflict takes place between 
poetry revolving around social or political issues and that 
of an overridingly lyrical nature, and is to be. found in 
the tension between the !'bose gedichte'l on the one hand and 
the "freundliche'a and "traurige gedichte" on the other. 
The principal conflict will concern us in all five 
collections of poetry; the secondary one is either solved 
or shelved with the publication of blindenschrift. 
(ii) LANDESSPRACHE 
A superficial reading of the second collection of 
poetry, landessprache, published in 1960, might give the 
impression that it embodies merely a continuation of the 
"bose gedichte" from the earlier volume. Indeed the opinion 
has been uttered that Enzensberger, flushed with the 
success of his angry maiden volume, persisted with this 
style in order to exploit the gap in the market for political 
" 






poetry which he had only just begun to fill. Such at any 
rate was the opinion of Bridgwater, who makes no secret 
of his antipathy for the "bose gedichte": 
One reason why he continued to write bad ("angry") 
poems in landessprache must have been that they 
had been widely mistaken for good poems. 63 
87. 
an opinion shared by Noack, who concedes a development only 
in the fact that the poems become "greller, 'aktueller', 
auch kabarettistischer".~ This criticism does Enzensberger 
an injustice, because although it is true that the pre-
occupations of the "bose gedichte" appear in an essentially 
similar form in landessprache, there are nevertheless 
indications of progress rather than stagnation, and such 
indications do not confine themselves to Enzensberger's 
sudden p:rediJection for poems of up to ten pages in length. 
Joachim r1:iiller, in a comparison of the three poets Ingeborg-
Bachmann, Paul Celan and Enzensberger, describes their 
volumes of poetry as "durchkomponierte Gedichtbucher, deren 
Einzel teile sich oft zyklisch zusarnmenfligen": 65 the idea 
was taken up in 1968 by Werner Stapelfeld in his study of 
landessprache. 66 Stapelfeld was well advised to limit the 
application of this idea to the second volume, since, as 
has already been demonstrated, verteidigung der wolfe 
lacks real homogeneity, and, as we shall see, it is difficult 
to claim a "durchkomponierte" structure for blindenschrift, 
63. Bridgwater, Hans Magnus Enzensberger, op.cit., p.244. 
64. Noack, Fremdbrotler von Beruf, op.cit., p.86. 
65. Joachim Muller, Ingeborg Bachmann, Paul Celan und 
Hans Magnus Enzensberger - ein lyrisches Triptychon, 
Universitas, 20. Jg., Heft 3, 1965, p.242. 
66. Werner Stapelfeld, Hans Magnus Enzensberger: 
'u landess,prache 11 , op. cit. 
'l 







despite certain dominant thematic and formal traits. But 
it is the "durchkomponierte 11 structure of landessprache 
which above all places it a step ahead of the first 
collection. Stapelfeld maintains that the book rests 
on the three pillars of the long poems, 11 landessprache", 
"schaum" and 11 gewim..'tler und firmament", which move themat-
ically in the following progression: 
Der Dichter und seine Nation, der Dichter in der 
Zeit, der Dichter und das Sein, wobei der 
"Dichter" irmner zugleich auch als Paradigma des 
~~rvienschen ~~ schlechthin steht. 67 
The function of the two sections of short poems, "gedichte 
ffir die gedichte nicht lesen" and "oden an niemand" is to 
fulfil a merely complementary role: 
Bedingt durch [die] weitgespannte Intention [der 
zentralen Gedichte] sind sie formal gesehen 
Einfugugen,in substantieller Hinsicht dagegen 
Erganzungen, deshalb also auch von den zentralen 
Gedichten abhangig.~ 
As an East German, Stapelfeld is critical of the late 
bourgeois tendencies which evolve in landessprache, the 
poet's individualistic stance, but this in no way detracts 
from the plausibility of his interpretation of the total 
structure of the volume. There are one or two poems which 
can only with the greatest of difficulty be fitted into 
Stapelfeld's framework, but the fault may be attributed 
to the poet's own selection and organization, since his 
broad and vague category 11 0den an niemand" perhaps gives 
him excessive leeway, enabling him to include poems which 
do not conform to the general movement of the collection. 
67. Ibid., p.l60. 






These will become apparent in the following discussion, 
which will remain true to the outline proposed by 
Stapelfeld. 
Whereas in verteidigung der wolfe the principal 
tension was centred within the "bose gedichte" - between 
"Zeitkritik" and resignation - in landessprache this tension 
makes itself evident between the three sections entitled 
"landessprache 11 , "gedichte flir die gedichte nicht lesen" 
and 'lschaum" on the one hand and the two entitled 11 0den 
an niemand" and "gewimmer und firmament" on the other. In 
the first three a continuing preoccupation with society is 
apparent; "schaum" begins a process of transition from 
the "zeitkritische" mood to that of the remaining two 
sections which are characterized by the desire to withdraw, 
by resignation, and finally, it seems, by total silence. 
The neat division of the conflict shows recognition of 
its presence and perhaps an attempt to come to terms with 
it. 
The opening title poem localizes the poet's political 
preoccupations, but hardly to the extent suggested by 
Schlenstedt: 
Es wird die Sprache erforscht, die Enzensbergers 
Land spricht; und es wird die Sprache gesucht, die 
diesem Land und seinem Zustand angemessen ist. Der 
viel beschrienen "Ubernationalitat der modernen 
Lyrik" werden hier Gedichte entgegengestellt, die 
aus der besonderen Situation, in der sich West-
deutschland befindet, erwachsen •.. 69 
The poem is without doubt localized to Germany, but ·to 
both Germanies, as the following lines convey: 





denn dieses land, vor hunger rasend, 
zerrauft sich sorgfaltig mit eigenen handen, 
dieses land ist von sich selber geschieden~ 
This is further confirmed by the juxtaposition of "das 
gepresste gerochel im neuen deutschland'~ and "das frank-
furter allgemeine gerochel", 71 allusions to two national 
daily newspapers, each representing one half of Germany. 
Schlenstedt is further in error in his assumption that 
90. 
"landessprache" is not alone in finding its motivation in 
the German problem, for in the following section, the 
"gedichte flir die gedichte nicht lesen" leave the narrow 
confines of one nation to diagnose the ills of the world, 
and the 11 oden an niemand ~~ deal with fundamental problems of 
existence. ~my then does Enzensberger find it necessary to 
include the German ques·tion at all? To answer this 
question we must go beyond the bounds of his poetry to ·the 
speech he made on receiving the Georg-Blichner-Preis in 1963. 
Instead of handling a literary topic, as might have been 
expected, he considered the problem of the divided Germanies 
in this speech, and came to the conclusion that the division 
gives the Germans a special status amongst the peoples of 
the earth: "Die Mauer trennt nicht allein Deutsche von 
Deutschen, sie scheidet uns alle von allen anderen Leuten".n 
This division, however, is a common bond, a unifying factor 
between a people rapidly losing all other traces of unity: 
"Das einzige, was wir miteinander teilen, ist die Teilung. 
Die Zerrissenheit ist unsere Identitat. " 73 But the emphasis 
70. ~' p.ll. 
71. Ibid., p.l2. 







is not only on "land-", as Schlenstedt rightly stresses, it 
is also on "-sprache", the "Material des Gedichteschreibers":~ 
if the divided nation has a special status, then so does its 
language, and, because of the debasement of the German 
language during the National Socialist period, it is in no 
way a privileged one. According to Enzensberger, Germany 
after the cessation of hostilities in 1945 was a "speechless 
country 11 , which "had to learn its own language", 75 or, in 
the context of the poem "landessprache", find or rediscover 
its own language: 
was habe ich hier verloren? 
das habe ich hier verloren, 
was auf meiner zunge schwebt, 
etwas anderes, das ganze, 
das furchtlos scherzt mit der ganzen welt 
und nicht in dieser lache ertrinkt ... 76 
Gotthart Wunberg postulates the political theme of the poems 
in landessprache as being "die innere und ~ussere Zerrissen-
hei t des Nachkriegsmenschen n: 77 Enzensberger's Germany is 
the source for such "Zerrissenheit", the point of origin 
for his "Ekel", which in this volume spreads its net over 
the whole of existence. His immediate experience is of 
West Germany; consequently we find nEkel 11 being expressed 
in the face of what to the poet are highly unsavoury aspects 
of the capitalist society which had re-established itself 
in the post-war period. The implication is also that the 
new language has yet to come into being, since the lessons 
74. SP, p.l44. 
75. In Search of the Lost Language, Encounter 21, September 
1963, No. 3, p.45. There appears to be no published 
German version of this essay. 
76. ~, pp.ll-12. 
77. Wunberg, Die Funktion des Zitats in den politischen 





of the past have been ignored, "im ewigen fruhling der 
arnnesie 11 • 78 It is not necessary to enumerate here the 
catalogue of hates in this poem: they are in essence 
reiterations of those already encountered in the "bBse 
gedichte". It is important, however, to draw attention to 
the lamenting· aspect, "Das traditionelle Pathos 11 , 79 which 
links this poem with the German elegiac tradition of 
HBlderlin and Rilke. Parody of these two poets 80 
92. 
intensifies the depiction of the damage done to the language, 
but Enzensberger has more in common with them than might be 
supposed. Like Rilke in the earlier Duineser Elegien and 
HBlderlin in "Menons Klagen urn Diotima'1 , Enzensberger is 
searching for something, in his case the 11 lost language", 
and at the same time lamenting its loss. 
The "gedichte fur die gedichte nicht lesen" add a 
major element which serves to extend the scope of the poet's 
local nEkel 11 in ·~ landessprache". The paramount, but not 
exclusive preoccupation here is the threat of nuclear 
extinction. It is present in "ich, der pr~sident und die 
biber", 81 11 spur der zukunft", 82 "an alle fernsprechteilnehmer", 
11 das ende der eulen",83 11 isotop'184 and, by implication, ;'die 
78. L, p.9. 
79. Wunberg, op.cit., p.277. 
80. See Wunberg, ibid., pp.277-8, who points out borrow-
ings from Rilke's First and Eighth Duineser Elegien 
and from HBlderlin's ode "Gesang des Deutschen". 
81. ~' p.22. 
82. Ibid. , p. 2 4. 
83. Ibid., p.25. 






grossen erfindungen~,~ the end result of Man's existence 
on earth and of the ~progress~ that Enzensberger was to 
treat so sceptically fifteen years later in Mausoleum. The 
poem 11 isotop", for example, sees the menace in terms of a 
second deluge, but a deluge with important differences: 
aus den poren der welt kriecht langst 
eine durre flut, und wir ersaufen, 
diszipliniert vor den fahrkartenschaltern 
kniend in kuckucksuhren und jod. 
It is in these prophetic poems that Enzensberger introduces 
a passive and innocent "opposition" to Man's insanity: 
nature, which is no less threatened than Man. In 11 das ende 
der eulen 11 , the "sprachlosen zeugen 11 , the otters, seals, 
owls, the moss, even glaciers and mountains assume a kind of 
moral superiority, when the poet diverts his attention away 
from human beings ("euch") and towards nature: 
ich spreche nicht mehr von euch, 
planern der spurlosen tat 
und von mir nicht, und keinem. 
ich spreche von dem was nicht spricht 
The section ends with the title poem 11 gedicht fur die gedichte 
nicht lessen", 86 in which the poet acknowledges the utter 
hopelessness of his attempts to warn an inarticulate and 
unresponding public. Enzensberger has never been alone in 
his recognition of the dangers of nuclear proliferation, but 
the poem does highlight two significant factors: first, his 
awareness that such poems never reach the audience they are 
aimed at; and secondly, the passivity of the public at large, 
which is no less evident here than in verteidigung der wolfe. 
If "gedicht fur die gedichte nicht lesen" recognizes 
85. Ibid., p.30. 







the absurdity of writing "bose gedichte 11 , then there is one 
obvious poetic alternative open to the poet, namely a with-
drawal from external reality into the isolated self. Such 
a process comes to the fore in the latter half of the book. 
It is the second pillar, n schaum", 87 which provides the 
necessary bridge to the 11 0den an niemand". The selection of 
the word 11 Schaum" enables the poet to sum..marize all the 
"Ekel 11 experienced in the earlier part of the collection and 
in the nbose gedichten of the previous volume. Like his 
fellow beings, the poet has been thrust into a world of 
n schaum'1 , a substance attributable to every aspect of the 
twentieth century: 
schaum vor dem rnund des jahrhunderts! schaum 
in den krankenkassen! jaulender schaun1 
in den gebarmuttern und den luxusbunkern! 
schaum in den rosa bidets! 88 
Commerce, the military, the welfare state, popular enter-
tainment, medicine, even culture - all are engulfed by this 
substance, which is essentially insubstantial. The poet's 
reaction to this overwhelming mass is to opt out, to disown 
the human race, to become 11 niemand 11 : 
loslassen! schluss! davon weiss ich nichts! 
ich bin keiner von uns! ich bin niemand! 
finger weg! ich bin allein! lasst mich los!~ 
and echoing the surrender to resignation effected in 





ich will euch nicht andern! veraelts aott! 
das lasst mich kalt! das hat keinen z~eck!M 
Ibid. I pp.35~44. 
Ibid., p. 35. 














The way is thus prepared for the "oden an niemand": if 
nobody is prepared to listen to him, then he will address 
"nobody", just as Gottfried Benn had advocated with his 
~Gedicht an niemanden gerichtet". This in lieu of his 
reduction to the status of a nobody, a status which as a 
human being he can only attain in death. Having shed his 
responsibility for the rest of society, which has not shown 
itself worthy of being altered - the arrogance and contempt 
of verteidigung der wolfe have by no means disappeared - the 
poet turns to subjective monologue, "im tonlosen monolog der 
subs tan zen 11 , 91 rather than dialogue: 
Mit dem Titel des ... zweiten Kapitels "oden an 
niemand" ist das subjektive Moment, das flir den 
Gesamtzusammenhang mehr und mehr die Oberhand 
gewinnt, direkt formuliert. 92 
He turns also to nature and the basic elements of the earth, 
which have proved more deserving of the poet's attention. 
It would be wrong, however, to interpret all the "oden an 
niemand" in this light: the subjective forces released 
create love poems, "gllickliche nacht" 93 and "trennung"; 94 
another, "manhattan island",% is a fantastic vision of a 
future day of reckoning. It would also be incorrect to claim 
the complete elimination of the human world in these poems: 
it remains as a reference point which the poet still cannot 
escape. Because he is himself a human being, he can never 
91. "gesprach der substanzen'; ibid., p.62. 
92. Stapelfeld, op.cit., p.232. 
9 3 • !::, p. 7 4 • 
94. Ibid., p.75. 










effect a complete withdrawal, much as he would like to do 
so. So we find in "die hebarrunen 11 , 96 for instance, the motif 
of "unwilling birth 11 , previously encountered in "geburts-
anzeige" and also found in "schaum", 97 "lebenslauf" 98 and 
"gewiromer und firmament". 99 The midwives are depicted as 
11 schlaflose raben", who as accomplices of the dark forces 
of the earth "reissen ein fleisch zur welt", "ein weisses 
fleisch, 1 das ein paar dutzendmal uberwintert: 1 dann ist es 
hin", and "zerren I ans licht einen zornschrei 11 • As 
Shakespeare puts it in King Lear: 
When we are born, we cry that we are come 
To this great stage of fools .•. (Act IV, sc. vi) 
The individual human being is given no choice as to whether 
he wishes to take his place in the world or not. 




Strongly expressed for instance in the first three 
lines, ibid., p.35: 
ich bin geblendet geboren, schaum in den augen, 
brullend vor wehmut, ohne den himmel zu sehen, 
am schwarzen freitag, heute vor dreissig jahren 
Ibid., p.47: 
spater erfuhr ich,dass es ein freitag war, 
da ich herausfuhr, schreiend, 
aus meinem sarg, aus meiner mutter. 
Ibid., p. 89: 
und schon der fotus versteht sich darauf 
zwischen herkunft und niederkunft lauschend, 
noch eh er verlasst, 
wonach er einst achzen wird vor lust, 
vor wut, und, gegebenfalls, vor enttauschung, 
und wird es vernehmen unter den kalten 
und heissen handtuchern des friseurs, 
unbeschadet der jahreszeiten, 








The will to isolation is expressed once more in 
"botschaft des tauchers", 1?0 where the diver gives notice 
to the outside world that he has no wish to return to the 
world above the surface, preferring the company of the 
speechless sea-creatures. If we may take the liberty of 
identifying the diver with the lyrical self, then the peace-
ful state achieved on the sea-floor is soon to be disturbed: 
in "der gefangene" 1?1 he is cursed with a violently active 
"Doppelganger", presumably the antithesis of the withdrawn 
self figuring in many of the "oden an niemand": 
verschuttet in meinem fleisch 
ist ein mann mit lowenhanden 
mit zarten gewaltigen augen 
Nevertheless, it seems that the "prisoner" does not escape 
and the section ends on a sombre note in the "ode an niemand". 
Joachim ~iuller sees "die Frage nach dem Henschen, seinem 
Wesen und seinem Ort im Sakulum" 102 in the "niemand" motif, 
but it is difficult to reconcile such a positive evaluation 
with the pessimistic mood of the poem. "ode an niemand " 1?3 
suggests a world that existed before the advent of Mankind 
and which, according to Enzensberger, is on the brink of 
returning. Hence the play on tim.e, in expressions such as: 
"aber du bist nicht fern und frlih I oder sp"at, du bist hier" 
and "dein altes k"Unftiges reich". Running through the poem 
are images of insubstantiality, sterility and decay: "dein 
100. Ibid. I p.60. 
101. Ibid. I p.68. 
102. Joachim IJJ.uller, op.cit., p.252. 










rauchiges herz", "erleuchtet von vielen wasten", "gespren-
kelt von asche", "in staubige fundburos", "die karzinome der 
hohen finanz", "der himmel, verschimmelt I von fallschirmen", 
which intimate the causes and the consequences of the 
imminent extinction of Mankind. 
Faced with extinction on earth, where can the poet 
direct his poem? In his Duineser Elegien Rilke sought 
something to praise, frequently repeating the words "preisen" 
and "ruhmen": Enzensberger's poem "gewimmer und firmament" 
seeks in its first strophe "etwas zu loben mit starker 
stimme auf erden!" 104 Here not even nature is able to 
satisfy him, as he complains elsewhere: 
fluchtig unter fluchtigen wolken 
betrachte ich das beruhmte meer 
und suche in rneinen zwei lungen nach luft, 
urn es noch mehr zu beruhmen, 
aber ich finde sie nicht. 105 
In language similar to that in "landessprache" and "schaum" 
the poet takes up once again his catalogue of aversions, 
as in the following enumeration of what others - but not 
himself - find deserving of praise: 
gurgelnd loben sie das parma-veilchen, den busen, 
das senfglas, die traktoristin, 
die nike von samothrake und von cap canaveral 106 
and christens it with the word "gewirnmer", like "schaum" 
an all-embracing concept. His praise, his poem must there-
fore turn itself towards the "firmament", "den himmel", an 
entity which proves extremely difficult to specify: it seems 
104. !:r p.85. 
105. Ibid., p.87-88. 






that it can only be defined in negative terms: 
niemands kind, niemands haus, 
unwegsam, unwirtlich, 
unschwer, der nichts verheisst, 
der nicht ich sagt lm 
99. 
Nevertheless, the poet is able to conclude: "ich lobe den 
himmel" . 108 For Helmut Gutmann, the "firmament" incorpor-
ates "das Nichts", the positive counterweight to the "schaum" 
and "gewirnmer" on the earth: 
Der Gegenpol zu dem Gewimmer auf der Erde wird 
so weit hinaus- und hinaufgeruckt, dass er sich 
jeder positiven Bestimmung entzieht und nur noch 
im Negativen umschrieben werden kann ... Das 
Nichts bildet den positiven Gegenpol zur Ver-
derbt~heit alles Seienden. 1~ 
But the appeal to an unresponding, unattainable and negative 
"firmament" can provide no more relief for the poet's 
"Ekel" than the Sisyphean labour of accumulating "zorn". It 
is nothing other than a refined form of resignation, a 
retreat from the world, and no more a viable ideological 
alternative than haranguing the masses for their apathy. 
If the "firmament" is unresponding, then the poet too is 
ultimately condemned to silence. 
· Enzensberger provides this volume with a "gebrauchS'-
anweisung", consisting of six separate instructions, a 
heavy allusion to the "Anleitung zum Gebrauch der einzelnen 







Gutmann, Die Utopie der reinen Negation, op.cit., 
p.445. 









sharing the latter's light tone. The first of these 
instructions states that the poems are "gebrauchsgegenst~nde", 
not "geschenkartikel im engeren sinne" and gains some weight 
when one remembers that the term "Gegenstand"' is central 
to Enzensberger' s concept of poetry. 111 However, there are 
two reasons for not taking these instructions too seriously: 
first, the other five instructions are either trivial or 
frivolous, the fifth, for example, reading thus: 
politisch inte~essierte leute tun gut daran, vorne 
anzufangen und hinten aufzuhoren. fur die zwecke 
der erwachsenenbildung, des vergnugens und der 
rezension genugt es, kreuz und quer in dem buch zu 
blattern. lesern mit philosophischen neigungen 
wird empfohlen, die lekture im krebsgang, von 
hinten nach vorne vorzunehmen. 112 
secondly, as K.H. Kramberg notes, several of the poems in 
landessprache can be more readily classified as "reine 
Gedichte" than as "Gebrauchslyrik" in the generally 
accepted sense. 113 
landessprache differs from verteidigung der wolfe 
in being "durchkomponiert" and in covering an even broader 
range of existence. From the localized "landessprache" 
the poet moves via warnings of nuclear disaster to the 
critique of his age in "schaum"; then after seeking refuge 




See Chapter II, p. 39. 
~, p.97. 
Kramberg., Gedichte eines unpoli tischen Zei tgenossen, 
op.cit.; "Gleichwohl erscheint es ratsam, die Nutzan-
weisungen des Autors nicht ganz ernst zu nehmen. Denn 
unter den 36 Poemen, die er hier zusammenfasst, sind 
wenigstens neun, die v5llig unabhangig von ihrer 
zeitbezuglichen Thematik als primar lyrischer 





is able to find a positive, "praisable" opposite extremity 
to earthly existence only in the paradoxically cold and 
negative "firmament". In contrast to verteidigung der w'6lfe 
this volmne is characterized by the attempt to purge all 
vestiges of humanity from existence, because humanity in all 
its forms is seen as corrupting. Even nature is non-idyllic, 
lacking the warmth of the counterworld in the earlier 
collection. This purging forces the poet to isolate him-
self from the rest of hillJanity in a pure, but cold world of 
nothingness and silence. 
(iii) BLINDENSCHRIFT 
An alternative to the .silence arrived at in the final 
poem of landessprache was a new beginning. This involved 
commencing with the basic elements of language and a 
reduction to essentials, both of which are intimated in the 
title of the third collection blindenschrift. It is not 
unlikely that this title found its origins in the poem 
"blindlings" 114 from the previous volume, an ingenious poem 
depicting a world in which blindness and shortsightedness 
become socially desirable attributes: 
anstandige burger aber trauen 
mit r\1cksicht auf die verh'~U tnisse 
ihren augen nicht 
streuen sich pfeffer und salz ins gesicht 
betasten weinend die sehenswurdigkeiten 
und erlernen die blindenschrift. 














If one accepts the society portrayed in "blindlings" as a 
poetic model for that in which Enzensberger himself is 
obliged to live, then "blindenschrift" becomes the usual 
form of written communication and the poet is compelled to 
devise his own version in order to reach an audience: he 
must meet them on their own terms. In addition, he must 
keep his messages in this code relatively simple, a situation 
analogous to the introduction of the standard alphabet to 
children or illiterates. All this in order to open the 
recipient's eyes: 
Das "ich" will das "du" sehend machen. Dann muss 
es "blindenschrift" schreiben, und zwar so, dass 
die Blinden, die nicht sehen wollen, ihre Augen 
aufmachen mlissen. 115 
The title poem of blindenschrift, which in typical Enzens-
berger fashion juxtaposes imagery from two sharply contrast-
ing sources, the electronic and biblical worlds, ("mit 
verbundenen augen I tastet belsazer I die flimmernde wand 
ab") , 116 gives further clues as to the nature of this 
"blindenschrift". Taking the story of Belshazzar's feast, 
and thereby implying its disastrous outcome, the poet appeals 
to the "konig mensch" to take the blindfold off and read 
"unter der blinden schrift" his own name. The "blinden-




Blindenschrift meint das gefallene Sein urn uns 
herum, das Braille auf dem Fernsehschirm, und 
konnten wir nur die Binde abnehmen, wir wllrden 
das Meneh Tekel in dieser Botschaft erkennen; sie 
Wulf Koepke, Hehrdeutigkeit in Hans Magnus Enzens-
berger's "bosen" Gedichten, The German Quarterly 





meint aber auch die Dichtung, denn hellsichtig 
blind muss derjenige sein, der schreibt, wie 
derjenige, der liest. 1" 
103. 
Unfortunately, this "blindenschrift" is not a factor 
which penetrates each and every poem in the collection. If 
anything, the structure of blindenschrift is even more 
diffuse than that of verteidigung der wolfe, and the four 
sections, with their headings "camera obscura", "blinden-
schrift", "leuchtfeuer" and "schattenwerk", do not even 
provide the dubious assistance of the "freundliche", 
"traurige" and "b~se gedichte". Only one section,. "blinden-
schrift", seems to link poems of a single type, in this 
case "zeitkritische" poems~ but at least one is also to be 
fciund in another section - "karl heinrich marx" in "leucht-
feuer" .us " If the four section headings can afford us little 
help in establishing the thematic preoccupations of the 
volmae, it is at least possible to distinguish three separate 
categories of poem, not necessarily bound to any one section 
of the book. These, in the order in which they will be 
treated, are the so-called "Ding-Gedichte", "zeitkritische" 
poems and finally poems which revolve around an inner 
dialogue. 
In the latter half of landessprache Enzensberger took 
poetry to its utmost limits in attempting to deal with 
questions of existence~ in blindenschrift, in keeping with 
the "instructional" nature of the newly developed medium, 
poetry was reduced to a more modest role. When Enzensberger 
117. 
118. 





said in 1963 that Germany after the war was a "speechless 
country", which "had to learn its own language", he gave as 
an example of a writer who drew the consequences of this 
situation the late Gunter Eich, particularly in the famous 
poem "Inventur". 119 which begins: 
Dies ist meine Mlitze 
dies ist mein Mantel 
hier mein Rasierzeug 
im Beutel aus Leinen. 
"The text", Enzensberger says, "sounds like a man learning 
to speak; it is with such elementary sentences that language 
courses begin" . 120 In the poem "landessprache" the implic-
ation is that, despite "Inventur" the language has not yet 
reached a respectable state: in the third collection, 
therefore, Enzensberger decided to return it to the elementary 
state, following Eich's model a good fifteen years later. 
This compelled him to abandon high-flown general concepts 
such as "schaum11 or "gewimmer", and to reduce his scope to 
more concrete objects. The poem closest to Eich's in the 
collection is the very brief "nanie auf den apfel", 121 the 
first strophe of which contains unmistakable echoes of the 
earlier work: 
hier lag der apfel 
hier stand der tisch 
das war das haus 
das war die stadt 
hier ruht das land. 
In the second strophe Enzensberger adds an individual note 




Gunter Eich, Abgelegene Gehofte, (edition suhrkamp 288), 
Frankfurt am Main, 1968, p.38. 





ein schones gestirn 
auf dem es apfel gab 
und esser von apfeln 
105. 
There are other echoes df Eich in blindenschrift, notably 
m rn "abgelegenes haus" and "trigonometrischer punkt", but the 
volume also shows indisputable traces of Enzensberger's 
preoccupation in the early 1960's with the American poet, 
William Carlos Williams. In the essay which serves as the 
epilogue to his selection of Williams's verse, edited in 
1962, Enzensberger highlighted two qualities in particular, 
which may be said to characterize a certain proportion of 
the blindenschrift poems as well. These qualities are 
economy, what Enzensberger called "die Kunst des Aussparens", 124 
the stripping of his language of any unnecessary ornament, and 
attention to detail, a "Poesie des Allernachsten 11 , 125 deriving 
from the careful scrutiny of a commonplace object normally 
taken for granted. 
In "nanie auf den apfel", the concrete language 
espoused by the poet is able to develop in a series of 
gradual steps to the expression of a more general state of 
affairs - from "apfel" through "tisch", "haus", "stadt11 , 






B, p.l2. This poem is dedicated to Gunter Eich and 
its title is reminiscent of the latter's 11 Abgelegene 
Gehofte" from the volume of the same name (p.l7). 
Ibid., p.80. The title of this poem is borrowed from 
a phrase in Eich' s "Der grosse Llibbe-Sre" (Botschaften 
des Regens, (edition suhrkamp 48), Frankfurt am Main, 
1968, p.l3). 
William Carlos Williams, EII, p.38. 
Ibid., p.35. 
B, p.7. This poem is discussed in more detail in 





momentous are once more mixed, but in a different fashion. 
The poem operates on differing time levels and in different 
geographical locations, but what arises from the alterations 
in space and time is the fact that there are certain 
constants, the everyday things o~ life: "eine milchkanne", 
"ein zwiebelbrett", "ein katzenteller", "ein brotkorb". 
Being constants they assume an,importance equal to or even 
greater than the more dramatic - and ephemeral - events and 
products of history: "dreissigj~hrige kriege", "anti-
raketen-raketen", "klassenkampfe". Here Enzensberger's 
distrust of his·tory announces itself once more. Several of 
the poems operating on this "elementary" basis are more 
absolute, refusing to relate to objects and events outside 
themselves and representing an attempt to find a point of 
fixture or departure from which the poet can r ce again set 
out on his poetic quest. One such poem is "leuchtfeuer", 1n 
a description in four parts of a lighthouse, or perhaps more 
accurately a set of variations on the theme "lighthouse". 
It begins quite unequivocally with a warning that it refers 
to nothing outside itself: 
dieses feuer beweist nichts 
es leuchtet, bedeutet: 
dort ist ein feuer. 
A factual description follows, of technical details, its 
capabilities, its position. In the last section the theme 
indicated in the first three lines is repeated, ending in 
the tautology: 
127. 
dort ist der ort wo das feuer ist, 








If there is a significance to be attached to the lighthouse, 
then only to its function as a point of reference, for ships, 
and perhaps for the poet. Hans Bender regards "leuchtfeuer" 
as a particularly fine example of a "Ding-Gedicht": 
"leuchtfeuer" heisst ein Gedicht, das schon, wie 
es einsetzt, demonstriert, wie lyrisches Sprechen 
ohne Schmuck, ohne Adjektiv, ohne Attitude und 
wahrscheinlich ohne Vorbild auskommen kann ... 
Gerade die starkeren Ding-Gedichte erreichen diese 
sachliche Poesie. Sie erreichen Evidenz, das 
heisst Augenschein plus Gewissheit plus Erkenntnis; 
alles, was Lyrik 'U.berhaupt erreichen kann. 128 
but fails to acknowledge Enzensberger's absorption of Eich 
and Williams. Other "Ding-Gedichte 11 employ a similar theme 
and variation technique: "flechtenkunde", 129 "mehrere 
elstern", 130 "schattenreich" 131 and in the later volume Gedichte 
1955-1970, the poem "Beschreibung eines Dickichts". 1~ 
"schattenreich" is one of three poems at the very end of 
blindenschrift revolving around the word "schatten", the other 
two being "schattenbild" 133 and "schattenwerk 11 • 134 As we shall 









Hans Bender, Das schwierige Vergnugen an Gedichten 
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has all but evaporated in this present volume: nothing is 
certain, and language, even when reduced to its barest 
essentials, still contains a measure of doubt and ambivalence: 
" ... Vorsichtiger, da alles gar nicht so deutlich ist, wie 
man einst glaubte, denkt er im Vers liber Dinge nach, lasst 
sie sozusagen zu sich herankornmen". 136 The "schatten" image 
reflects such uncertainty and in "schattenwerk" the image 
itself is subjected to a close scrutiny. 
Not that Enzensberger abandons completely his earlier 
standpoints in blindenschrift. It has been mentioned 
previously that critics were able to agree in their opinion 
that "Zorn" and consequently "Ekel 11 had been greatly 
reduced in this collection or had even completely disappeared. 
While it is true that this mood no longer dominates, at least 
a quarter of the volume is devoted to poems which can be 
classified as "zeitkritisch" and one, "bildnis eines spit-
zels", 137 with its cheap substitution of the store-detective 
with "hittler", would seem more in place amongst the "bose 
gedichte" of verteidigung der wolfe. If any difference from 
their predecessors is to be registered, it is in quality 
and questions of form, a matter to be dealt with in a later 
chapter. 1~ The poet is still highly critical of certain 
facets of society and his criticism is no less harsh: 
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middle ...... class-man, gilt wie eh alle Verach tung 11 • 139 This 
"Verachtung", a trait which has been examined in detail with 
regard to verteidigung der wolfe, contributes greatly to the 
poet's "Ausnahme" position and perhaps to the isolation out 
of which certain poems in blindenschrift arise. Heinrich 
Vormweg, in perhaps the most accurate assessment of 
Enzensberger's social standpoint in this volume, sees his 
"Ausnahme" position as a continuing base for social criticism: 
Der wlitende Zorn ist verdampft, Enzensberger 
verwirft und verflucht nicht mehr. Wobei er 
sich jedoch - es sei wiederholt - keineswegs 
dazu versteht, seine Ausnahmeposition 
aufzugeben. 140 
For Vormweg such a standpoint has as its consequence the 
tendency to see every problem from one angle only, leading 
to the simplifications and generalizations which we have 
earlier observed. He applies this criticism in particular 
to the poem "freizei t": 141 a more familiar example might be 
"middle class blues", 142 a poem which, despite its wholesale 
indictment of the bourgeoisie, succeeds paradoxically because 
the poet gains the necessary distance from his subject by 
putting the words of the poem into the mouths of the social 
class he so detests. 
The impact of Bertolt Brecht on Enzensberger's work 
has not passed unnoticed, but this does not limit itself 
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three poems which are explicitly founded on Brechtian 
material, "ins lesebuch fur die oberstufe", 143 "zwei Fehler" 
and, in this volume, "weiterung", which is a set of varia-
tions on words from the final section of "An die Nachge-
borenen". 144 In the light of a knowledge of Enzensberger' s 
previous work, one cannot agree with Hans Mayer when he 
states: "Beim ersten Hinschauen muss dies Gedicht ganz 
unverstandlich wirken". 145 The resigned prophecy of doom 
intimated in the words "flut" and "fortschritte", as well 
as in the repeated negatives in the closing lines, link 
"weiterung" with earlier poems like "isotop" and "das ende 
der eulen 11 • As to the appropriation of Brecht's famous 
words - "Ihr, die ihr auftauchen werdet aus der Flut I In 
der wir untergegangen sind I Gedenkt unsrer I lVlit 
Nachsicht." -any student of 20th century German literature 
should be familiar with them and be able to draw Mayer's 
conclusion that "weiterung" is a "Gegengedicht" to Brecht's 
poem, a pessimistic "Nachdenken tiber Brechts Zukunftsvision 11 ; 46 
"nanie auf d€m apfel", "countdown", 147 "geriicht" 148 and 








Here is another instance of Enzensberger making use 
of "borrowed" material for the title of a poem. The 
reference is of course to Brecht's "Aus einem 
Lesebuch flir Stadtebewohner" (Gesammelte Werke 8, 
pp . 2 6 7-2 9 5 ) . 
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of nuclear extinction. Of the four, "doomsday" is the most 
interesting, since it inverts the situation postulated in 
the other three, maintaining that the removal of the shadow 
of nuclear warfare might prove just as catastrophic: 
denkbar immerhin 
wenn auch nicht glaublich: 
die katastrophe ware da 
wenn Uber uns kame die nachricht 
dass sie ausbleiben wird 
fUr immer 
Such an insight puts the poet into an unenviable position, 
however, for it removes all purpose from his repeated 
warnings: surely it makes no difference either way? 
Enzensberger's intention is ironic ~we are so geared for 
nuclear catastrophe that the elimination of the threat would 
throw us into confusion ~ but the poem also demonstrates a 
sudden two-sidedness which brings us to the principle behind 
the last group of poems in this volume to come under our 
scrutiny: the principle of doubt. 
It has been suggested that the image "schatten" · 
reflects a prevailing scepticism on Enzensberger 1 s part: 
this conclusion may be drawn not only from the three 
"schatten" poems, but also, and more explicitly, from 
"zweifel '', which establishes doubt as a major tenet of 
Enzensberger's poetic and political philosophy. That it is 
not only a poetic principle, but also a political principle 
is made clear in the reply to Peter Weiss's remarks on the 
essay "Europaische Peripherie". 150 These remarks, published 










latter's theory that the ·division between rich and poor is 
no longer an internal affair of each nation, but exists 
between nations or blocs of nations, in other words between 
the Western and Eastern European Worlds on the one hand and, 
bearing in mind that the essay was written before the 1973 
energy crisis, the Third World on the other. Weiss countered 
that the poor and oppressed in the Western World can indeed 
find common ground with those of the Third World, closing 
with the question: 
Sind wir fahig, unsere Zweifel und unsere Vorsicht 
aufzugeben und uns zu gefahrden, indem wir eindeutig 
aussprechen: Wir sind solidarisch mit den Unter-
druckten und wir werden als Autoren nach allen 
Mitteln suchen, urn sie in ihrem Kampf (der auch der 
unsere ist) zu unterstutzen? 1~ 
Enzensberger replied sharply, accusing Weiss of promoting a 
naive political idealism, and in doing so he a.ff1rmed the 
value of doubt: "Eine kritische Theorie, die ohne den 
Zweifel auskame, wird sich ja so leicht nicht finden", 153 
concluding: 
Ich bin kein Idealist. Bekenntnissen ziehe ich 
Argumente vor. Zweifel sind mir lieber als 
Sentiments. Revolutionares Geschwatz ist mir 
verhasst. Widerspruchsfreie Weltbilder brauche 
ich nicht. Im Zweifelsfall entscheidet die Wirk-
lichkeit.1~ 
This is of course nothing more than an expression of the 
"Ideologieverdacht" which was discussed at some length in 
previous chapters. We encountered it in the "bose gedichte" 
of both early volumes: it is now openly acknowledged by the 
poet as the guiding principle behind all his thinking. It 
152. Ibid., pp.244-245. 
153. Peter Weiss und andere, UE, p.247. 





led not only to the utopias of the imagination of vertei-
digung der wolfe, but also to the non-human counterworld in 
the latter half of landessprache; in his essays it led to 
critical evaluations of conventional ideologies. It is 
largely responsible for the creation of the conflict that 
dominates his work, preventing him from being wholly convinced 
of the value of political action, but also from withdrawing 
completely into himself, producing instead a tension between 
the two extremes which reaches its most fruitful interaction 
in some of the poems in blindenschrift. 
The poems which register this conflict situation 
are of two kinds: those which deal with the problem directly 
and bluntly; and those which set the conflict against a 
lyrical background. Belonging to the first group are the 
poems "zweifel", "radelsfuhrer" 155 and "schwierige arbeit". 156 
In "zweifel" the poet reflects on his social and political 
standpoints and by the simple formal technique of the question 




ich sage: fast alles was ich sehe 
konnte anders sein. aber urn welchen preis? 
* * * * * 
meine wiinsche sind einfach. 
einfach unerfullbar? 
* * * * * 
ist morgen auch noch ein tag? 
* * * * * 
ist es erlaubt, auch an den zweifeln zu zweifeln? 
~, p.23. 





But he is not alone in this poem: there are also his 
"feinde", the "devil's advocates", who preach defeatism 
and despair, whose answer to such questions is 11 ja". 
However, Enzensberger does not capitulate to them, preferring 
to walk the narrow path between the criticism of both sides: 
die schwarzen nennen mich weiss, 
die weissen nennen mich schwarz. 
das here ich gern. es konnte bedeuten: 
ich bin auf dem richtigen weg. 
The poem closes with a picture of the consequences of 
bestowing "ein einziges amen, I gleichgliltig auf welches 
credo": he would be able to die, "getrost, und vers6hnt, 
ohne zweifel, I mit aller welt" - an ending which throws his 
earlier affirmation of doubt into doubt. From this poem 
Madeleine Gustafsson defines Enzensberger's conception of 
the role of the poet as not "Losungen zu predigen, sondern 
den Lockungen der Losungen zu widerstehen". 1g Nevertheless, 
it is obvious that the situation is neither an easy nor a 
satisfying one: "radelsflihrer" expresses the desire to find 
some ideology or solution that is not transient, that affords 
adequate support: 
etwas woran man sich halten kann, 
zum beispiel stacheldraht. 
etwas unvergangliches, 
meinetwegen auf stelzen. 
ja wer das hatte, 
eine stutze. 
Failing such a prop, patience, with an occasional touch of 
impatience, must satisfy him; but it is, as the title of 
the third poem indicates a "schwierige arbeit": 





im namen der verzweifelten 
an der verzweiflung zweifeln 
ungeduldig geduldig 
im namen der unbelehrbaren 
lehren 
115. 
Here, in contrast to the usual "Ausnahme" position, Enzens-
berger is for once thinking in terms of involvement with 
others, but still in the role of an instructor or pre-
eminent representative. 
In ve!teidigung der wolfe and to an even greater 
extent in landessprache nature provided the poet with a 
refuge, an untainted counterworld, to which he could retire 
in the face of a spoiled and spoiling civilized world. In 
the first collection other human beings were still admittedi 
in the second even the Macedonian shepherd was banished. In 
1961 Enzensberger himself withdrew to the island of Tjome 
in the Oslo fjor~: some of the poems in blindenschrift may 
be read as a direct reflection of this withdrawal, in 
particular" abgelegenes haus", "camera obscura" 158 and 
"lachesis lapponica". 1$ In these poems nature appears as 
a foil to the intrusion of the outer world, just as it did 
in the earlier "option auf ein grundstiick". The poet, in 
his self-imposed, idyllic "Exil-Situation", 160 is constantly 
reminded of the outer world by the insistence of the 
"Zweifel" principle, or what Werner Weber quite simply calls 
"Gewissen": 
158. Ibid., p.l4. 
159. Ibid., p.76. 






In diesen Gedichten ist tatsachlich Idyll -
n~mlich verneintes Idyll, Botschaft von der 
Unmoglichkeit des Idylls; in diesen Gedichten 
wird das Idyll durch Gewissen verboten. 1~ 
The theme of "abgelegenes haus" is the breaking of 
116. 
an idyll through the intrusion of the outside world in the 
form of a radio broadcast. The news is bad - "karibische 
krise"- the advertisements "Ekel"-provoking, but at the 
same time, the poet is not prepared to do without the radio: 
it is his link with the outside world: 
die sti~me des schreckens 
beruhigt mich, sie sagt: 
wir sind noch am leben. 
The threat of nuclear devastation still preoccupies him, but 
in the course of the poem he also becomes aware of his 
dependence on the trappings of a progress that made nuclear 
weaponry possible. In "camera obscura" the idyll is broken 
not by an external link, but by an accelerating miscellany 
of images ("bilder 11 ) arising of their own accord in the mind. 
JAt the beginning the poet is alone in a tiny room "aus 
fichtenholz I vier mal fi.inf mal zweieinhalb meter", but 
already in the second strophe the images appear: a disordered 
assortment, irrational like any free association, but 
including the important along with the insignificant: 
allein mit dem bratapfel, der dunkelheit, 
der sechzig-watt-birne, 
mit der bundeswehr, mit der eule, 
allein. 
The room becomes "unendlich" and eventually he is overwhelmed 
by a "spiralnebel I von bildern". 
It is in what has become acknowledged as the central 
poem in the collection, "lachesis lapponica", that this 
dialectical interaction reaches its climax: 





Nirgendwo hat Enzensberger sein politisches 
Dilemma deutlicher formuliert, nirgendwo ist 
der Dialog zwischen "ich" und "dem anderen" 
spannungsgeladener als in dem grossartigen 
Gedicht 1'lachesis lapponica ~~ ... 162 
117. 
By the simple technique of making the poem "two-voiced 11 , by 
. giving a voice to each side of the conflict, Enzensberger 
creates a dramatic situation set against the landscape of 
the Northern wastes, a landscape significantly almost devoid 
of human traces. The one voice is that of the nlyrisches 
Ich 11 who in this case has isolated himself from the rest of 
humanity; the other is that of the "vogel" in his head, 
described by Schlenstedt as a 11 Doppelg~nger" assuming the 
role of 11 der spottische Kritiker der Fluchtposition". 163 The 
first voice is romantic and lyrical; the second is critical, 
mocking and down-to-earth, continually contradicting, 
disquieting and interrupting the former's self-indulgent 
reveries with its introduction of slogans relating unequivo-
cally to the outside world: "VIVA FIDEL! LIEBER TOTALS ROT!" 
etc. The outcome is uncertain; the last words of the "vogel 11 
are: "er schl~ft, also I ist er einverstanden", but the poet 
answers: "aber ich schlafe nicht". Is he "awake" to the 
problems associated with his self-imposed isolation or is he 
merely alert to the sly tactics of the "vogel"? Whatever the 
result, Enzensberger has allowed nature and society, 
resignation and the possibility of political involvement to 
appear together in one poem, without rejecting either 
position and letting both retain their respective dignities. 
With "lachesis lapponica", however, Enzensberger takes leave 
of nature as a substantial component of his lyrical world. 
162. 
163. 
Gustafsson, op.cit., p.ll3. 
Schlenstedt, Die schwierige Arbeit des Hans Magnus 







This last group of poems, limited as they are in 
number, makes up the most radical change that has taken 
118. 
place in Enzensberger's poetic development. Where previously 
he had felt it necessary to seek solutions to his conflict, 
in blindenschrift he is prepared to allow the principle 
of doubt to leave unanswerable questions unanswered. Poetry 
is reduced to the more modest role of merely registering the 
inner quarrel. The other groups of poems which have been 
considered conform to this modesty, the so-called nDing-
Gedichte" by favouring the commonplace to the monumental, 
the "zeitkritische" poems by rejecting, with a few exceptions, 
the immediacy of anger for a cooler, more reflective 
approach. A new attitude towards language hinted at in the 
very title blindenschrift becomes the medium for the three 
types of poem, simple, spare and elegant. The poet's 
earlier misanthropic mask is replaced by a warmer acceptance; 
the poems insinuate, leave the reader to draw his own 
conclusions, rather than force feed him with rage and frust-
ration: the anger has all but burnt itself out. 
(iv) GEDICHTE 1955-1970 
A gap of seven years separated the publication of 
blindenschrift from that of the Gedichte 1955-1970, which 
could scarcely qualify as an entirely new volume of poetry, 
since only the latter third was devoted to hitherto unpub-





from his three earlier collections. Enzensberger's poetic 
silence did not signify a literary silence, however, since 
in these seven years he founded the periodical Kursbuch and 
the 11 Kursbuch Verlag" in Berlin, and published the essay 
collection Deutschland, Deutschland unter anderm and the 
"szenische Dokumentation", Das Verhor von Habana; he also 
travelled in this period, notably in the United States and 
Cuba, 1~ and was active in the political unrest of the latter 
sixties. Such preoccupations only partially explain his 
seeming lack of poetic creativity, his waning commitment to 
this exclusive literary genre; other reasons must be sought 
in the poems with which our discussion of blindenschrift 
concluded. In these the two warring elements in the poet's 
nature were balanced against each other, producing some of 
Enzensberger's finest works, but no satisfactory model for 
future pursuits. An agreement to differ may relieve tension, 
but otherwise affords no more than an impasse. Poetry, 
which in Enzensberger's case tended towards resignation, 
was hardly equipped to handle the succession of political 
events with which he was to be confronted. It had to be 
subordinate, therefore, to the critical essay and the 
documentary re-enactment. 
Nevertheless, despite Enzensberger's subsequent deep 
involvement in poli·tical activity, it is, as Peter Ruhmkorf 
164. Enzensberger's stay in Cuba was a lengthy one (1968-69) 
and followed the rather demonstrative relinquishment of 
a fellowship at the Center for Advanced Studies of the 
Wesleyan University, Connecticut, for reasons detailed 
in an open letter to its president (31.1.1968, UE, pp. 
233-238), which concluded: "Ich mochte im Herbst 
dieses Jahres nach Cuba gehen, urn dart fur langere 
Zeit zu arbeiten. Dieser Entschluss ist kein Opfer; 
ich habe einfach den Eindruck, dass ich den Cubanern 
von grosserem Nutzen sein kann als den Studenten der 










noted in a revimv of the Gedichte 1955-1970, no simple task 
to determine his exact position on the political scale. 1~ 
Both Karl-Heinz Bohrer and Hans Mathias Ke.pplinger had 
attempted to sum up Enzensberger•s earlier political 
philosophy in the slogans "Revolution als Metapher 11 and 
"Rechte Leute von links"; more recently we find Jochen 
Steffen comparing him with Gunter Grass and bestowing the 
exotic labels; "Enzensberger, ein unorthodoxer Anarcho-
Kommunist; Grass, ein untheoretischer, reformistischer 
Sozialist". 166 In the post-blindenschrift period, however, 
it is no longer his vague, moralizing, non-ideological stance 
which presents problems of classification, but the fact that 
his solidarity with comrades on the Left is seldom absolute. 
The principle of doubt prevents him from seeing issues in 
so clear-cut a manner as his colleagues. 
To understand the newly published poems in the Gedichte 
1955-1970, it is useful to acquaint oneself with some of the 
standpoints taken in the more recent critical writings. In 
1968 Enzensberger advocated a radical "solution" to the 
conflictshaking the foundations of the Western parliamentary 




Die Lehre ist klar: Bedenken sind nicht genung. 
Misstrauen ist nicht genug. Protest ist nicht 
genug. Unser Ziel muss sein: Schaffen wir 
· endiich, auch in Deutschland, franzosische 
Zust~nde. 1~ 
Ruhmk.orf, Dieses Schwanken und Schlingern, op.cit.: 
"Zu orten, wo Enzensberger innerhalb der linken Fronte 
eigentlich steht, ist nach Massgabe dieser neuen 
Gedichte schwieriger geworden denn je .•. ". 
Jochen Steffen, Der Burger und seine Stimme - "Palaver": 
Gleiche Bilder auf verschiedenen Wegen. Gunter Grass 
und Hans Magnus Enzensberger als politische Redner, 
Kommentatoren und Essayisten, Die Zeit, 31.1.75. 















But "Bedenken" and nMisstrauen 11 had always been Enzensberger's 
style and would continue to be so. This declaration did not 
by any means signify an unshaken solidarity with those who 
shared his revolutionary demands. If Enzensberger felt that 
they lacked clarity of thought, he would distance himself 
far enough to be able to offer constructive criticism. The 
essay "Baukasten zu einer Theorie der Medien n, 168 an expansion 
of the theory developed earlier in "Bewusstseins-Industrie", 
is particularly harsh on those members of the New Left who 
shy away from the opportunities offered by the media for fear 
of being manipulatory. Enzensberger claims that there is no 
such thing as "eine reine, unmanipulierte Wahrheit" 100 and 
sees in the hostility of the New Left towards the media a 
very similar position to that assumed by himself in earlier 
years: 
In der Medien-Feindschaft der Neuen Linken scheinen 
alte bi.irgerliche A.ngste wie die vor dem "Massen-
menschen" und eben~o alte bi.irgerliche Sehnsi.ichte 
nach vorindustriellen Zustanden in progressiver 
Kleidung wiederzukehren. 170 
The essay "Europaische Peripherie 11 showed Enzensberger 
directing his attention towards the Third World, an interest 
which took him to Cuba. This resulted not only in DasVerhor 
von Habana, a re-enactment based on authentic transcripts of 
interviews with captured members of the U.S. financed and 
equipped invading force, which attempted the ill-fated landing 













the Communist Party of Cuba, 171 which reduced somewhat the 
very pro-Cuban stance taken in the former. The article 
"Revolutions-Tourismus" of 1972 even throws a critical glance 
at the role taken by Enzensberger himself in Cuba, \IJhen he 
speaks of the "Betrachterrolle" of the "westlichen Linken" 
touring socialist countries, who are only able to make 
"Urteile von aussen". 172 More recently, in considering the 
question of ecology from a Marxist perspective, he has 
insisted that the scientific problems raised by pollution 
and overpopulation are not independent of ~gesellschaftlichen 
Variablen" - "Der Untergang der Menschheit ist als bloss 
naturwissenschaftlicher Prozess nicht zu fassen" 1n - but is 
not prepared to dismiss the whole issue as a manoeuvre on the 
part of the capitalist world to divert attention from more 
pressing problems, as do certain members of the Left: 
Die Versuchung liegt nahe, .•• die Voraussage einer 
grossen okologischen Krise als ein Manover zu deuten, 
das dazu bestimmt ist, von der akuten politischen 
Auseinandersetzung abzulenken. Es soll sogar Teile 
der Linken geben~ die es fUr einen Luxus halten, 
sich mit zukunftsproblemen zu beschaftigen. 1~ 
The conclusions to be drawn from Enzensberger's utterances 
above are first, that despite some reservations he is to be 





Bildnis einer Partei. Vorgeschichte, Struktur und 
Ideologie der PCC, P, pp~55-90. Both this essay and 
Das Verhor von Habana, with their diverging attitudes 
towards Castro's Cuba, are cited by Grimm as expressions 
of Enzensberger's ambivalent "Grunderfahrung" (Enzens-
berger, Kuba und "La Cubana", op.cit., pp.68-69). 
P, p.l30. 
Zur Kritik der politischen 5kologie, P, p.231. 
Ibid., p.222. 
123. 
towards blind political "fashion"; and thirdly, the principle 
of doubt, as embodied in the critical stance, is operative 
in these "Politische Uberlegungen", although to a milder 
extent than in the poetry. 
It is in this context that we must consider the last 
third of the Gedichte 1955-1970, for these poems were 
written against an identical background. They form the 
necessary personal complement to the more public political 
reflections, mirroring the disappointments, failures and 
resignation, which are not registered elsewhere. For 
Holthusen these poems represent "eine Demonstration der 
personlichen Unabhangigkeit des Autors gegenuber dem eigenen 
politischen Engagement", 175 which implies a kind of schizo-
phrenia on the part of the poet, when the two areas are in 
fact conspicuously allowed to interact. He is correct, how-
ever, in perceiving a large measure of irony"~~ the result is 
distance, both from the objects of Enzensberger's criticism, 
and, perhaps more importantly, from himself. With the 
protection of such defences, the new poems in this fourth 
collection move in three principal directions: criticism 
of his comrades; "Zeitkritik"; resignation. 
"Beschluss gegen das Abenteurertum" 177 exemplifies well 
this critical stance tempered by irony. Concerned with the 
theme of the "betrayed revolution", it is a parody of 













the French communist party, for instance. Here "Das 
Zentralkomitee" distances itself from the rowdy behaviour 
of some of its members during a demonstration by dismissing 
the traditional tactics of a revolutionary party, and thus 
destroying its own credibility: 
Wir erkHiren feierlich 
dass wir keine Kleinblirger sind 
Infolgedessen nehmen wir hiermit 
und mit dem Ausdruck unseres Bedauerns 
die Barrikade 
zurlick 
The influence of the media on the revolutionary process in 
Western democracies and their ability to render it impotent 
is at the centre of "Der Papier-Truthahn". 178 The "ganz echte 
Revolutionar", who can be found 11 auf Seite 30 I der Unter-
haltungsbeilage", is reduced in the final line to the status 
of "unser Lieblingsclown". For Walter Hinderer this poem can 
be interpreted both as "Kritik an Revolution" and as "Glosse 
auf einen bestimmten Revolutionarstyp", 119 which might place 
it more appropriately amongst the poems of resignation: in 
the light of our knowledge of Enzensberger's more recent 
political stances, however, the former reading seems less 
likely. A final poem of this first type is "Eine schwache 
Erinnerung", 100 in which the poet includes himself in the 
criticism, belonging as he does to the collective "wir": 
Bei unsern Debatten, Genossen, 
kommt es mir manchmal so vor, 
als hatten wir etwas vergessen 
What it is that has been forgotten is not revealed until the 
end, when the reader learns no more than that it is "das 
178. Ibid., p.l53. 
179. Walter Hinderer, Probleme politischer Lyrik heute, 
op.cit., p.693. \ 
180. ~I p.l59. 
125. 
Wichtigste" - a .criticism that returns us to the ideological 
vagueness of Verteidigung der wolfe and landessprache. If 
in such a poem it can hardly be claimed that the poet "steht 
in absoluter Isolierung gegen alle Gesellschaft, alleGe-
schichte, alles Menschenwesen schlechthin", 181 it is possible 
to discern in Enzensberger's criticism of his comrades -
despite the collective "wir" - remnants of the old arrogance, 
the "Ausnahmeposition". What he states in a poem like 
"Eine schwache Erinnerung" may well be true, but the tone 
of mocking superiority may offend rather than inspire reform. 
The "zeitkritische Gedichte", amongst which we may 
include "Berliner Modell 1967", 182 "Friedenskongress" 183 and 
"Aufbruch in die siebziger Jahre", l9+ are tied rather more 
closely to specific events or points in time than was 
previously the case. In "Friedenskongress", which seems to 
express the poet's disgust at the Vietnam war, traces are 
evident of the anger of the first two collections: 
Unter den Scheinwerfern sagen die Lugner 
in funfzig Sprachen: Wir sind gegen den Krieg. 
but it is the exception rather than the rule among these 
poems. For Enzensberger anger is an emotion closely relatedto 
despair and resignation: indeed the one may lead to the 
other. In the poem 11 Verteidigung der vvolfe gegen die lc3.rnmer", 
for instance, it could be said that the anger arises from 
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Schwierigkei t der Umerziehung" 185 returns to this old 
stamping-ground, but with more irony and less anger: 
Einfach vortrefflich 
all diese grossen Plane: 
das Goldene Zeitalter 
das Reich Gottes auf Erden 
das Absterben des Staates 
Durchaus einleuchtend. 
Wenn nur die Leute nicht waren! 
Immer und Uberall storen die Leute 
Alles bringen sie durcheinander. 
126. 
The poet is concerned here with the thwarting of the promises 
of Marxism by human nature and is perhaps quietly mocking 
his own former intolerance. But people are precisely the 
factor which every political philosopher must take into 
account: perhaps the failings lie not so much in people but 
in the philosophy itself. Enzensberger closes this collection 
with 11 Hommage a Godel" ,186 a poem which, basing itself on a 
theorem of the mathematician, Kurt Godel, accepts the 
insufficiencies of all systems: 
185. 
186. 
nin jedem geniigend reichhaltigen System 
lassen sich Satze formulieren, 
die innerhalb des Systems 
weder beweis- noch widerlegbar sind, 
es sei denn das System · 
w~re selber inkonsistent." 
Du kannst deine eigene Sprache 
in deiner eigenen Sprache beschreiben: 
aber nicht ganz. 
Du kannst dein eignes Gehirn 
mit deinem eignen Gehirn erforschen: 
aber nicht ganz · 
Usw. 
Urn sich zu rechtfertigen 






The poem is, as Gerd Muller puts it, a "Preis der Paradoxie": 
"Ja, die Paradoxie wird geradezu zum Wirklichkeitsprinzip 
erhoben, das nicht verandert, sondern nur akzeptiert werden 
kann". 187 With the aid of Godel' s theorem the poet, it seems, 
is able to tolerate the situation portrayed in another poem, 
"Ausgleich 11 • 100 This poem bemoans the lack of political 
progress and the compromises that have to be made, in order 
to facilitate everyday living. Its title presupposes an 
attempt to reconcile two conflicting elements, but there is 
no evidence to assume that the conflict is satisfactorily 
resolved. The poet must submit to the "kleinen Verratereien" 
(en echo from the early poem "ins lesebuch fur die ober-
stufe") , 100 which go "immerzu aufwarts" (an echo from 
"landessprache 11 ), 190 avoid "die. grosste Versuchung": 
sich zusammenrollen 
dort wo kein Licht hinfallt 
(in other words, a withdra\val into the "abgelegenes haus 11 
or the vacuum of the "firmament"), but accept the "geringste 
Versuchung" of the compromise: 
die Negative Dialektik zu lesen 
und dabei den Stellenmarkt wohl im Aug zu behalten 
The result may be no more than a "susse Niederlage", but 
despite the tone of resignation the poet remains committed to 
187. Gerd Muller, Literatur und Revolution. Untersuchungen 
zur Frage des literarischen Engagements in Zeiten des 
politischen Umbruchs, Studie Germanistica Upsaliensia 
14, Uppsala, 1974, p.l53. 
188. G, p.l48. 
189. "versteh dich auf den kleinen verrat, I die tagliche 
schmutzige rettung ••• " 
190. L, pp.7-8: "hier geht es aufwarts, I hier ist gut 








a 11 sch\vierige arbei t 11 which cannot be abandoned, because the 
alternatives are even less acceptable. If the temptation to 
appeal once more to the 11 firmament" is resisted in the latter 
thi~d of the Gedichte 1955-1970, nature is also excluded: 
the poems are set, for better or worse, in the surrounds of 
the 11 civilized" world. It was clear in blindenschrift that 
nature did not provide an airtight refuge from humanity, 
which managed to insinuate itself anyv-;ay into Enzensberger' s 
conscience through the wireless and the memory: the 
"Lyriker der 'City '·~ 191 as Hol thusen once called him, has 
decided to return to the city. 
(v) MAUSOLEUM: 
Of all Enzensberger's published collections of poetry, 
the most recent, ~-iausoleum. Siebenunddreissig Balladen aus 
der Geschichte des Fortschritts, can lay claim to being the 
most thoroughly "durchkomponiert", since all the ballads are 
linked by the theme announced in the subtitle' and by the 
constant "Zitat-Collage" 192 form. The volume consists of 
thirty-seven separate "lyrische Biografien 11 , 193 portraits of 
historical personages, who, in the poet's opinion, are 




Holthusen, Die Zornigen, die Gesellschaft und das 
Gluck, op.cit., p.4b. 
Rolf Michaelis, Ein Balladenjahr, Die Zeit, 10.10.1975. 
Michael Franz, Hans Magnus Enzensberger: Mausoleum, 
Weimarer Beitdi.ge, Heft 12, 1976, p.l26. 
-; 
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"progress". As a note accompanying the book mentions, all 
belong to the "rosa Rasse" and the male sex, and originate 
from the monied or educated classes. But despite the lack 
of variety in their racial, biological and social character-
istics, their achievements nevertheless encompass a very 
broad range: "Revolutionare und Astronomen, Musiker und 
Ingenieure, Mathematiker und Zauberkunstler, Monche und 
Burokraten". Names familiar to 20th century readers -
Machiavelli, Gutenberg, Leibniz, Darwin, Chopin and Che 
Guevara - are numbered side by side with the not so familiar 
- Giovanni de' Dondi, Tommaso Campanella, Lazarro Spallanzani, 
Charles Fourier, Alan Mathison Turing. One name in particular 
is conspicuous by its absence as the subject of an individual 
ballad: that of Karl Heinrich Marx, who plays only a 
subsidiary role, as the contemporary, for instance, of 
Humboldt, Darwin and Bakunin . 194 Marx had been the subject of 
a poem in blindenschrift, "karl heinrich marx", in which he 
was portrayed as "verraten" by his "anhangern" and delivered 
to his enemies. Like the ballads, this poem too makes use 
of the quotation-collage technique, if more sparingly. But 
the fact that it had appeared in a previous volume should not 
have deterred Enzensberger from including it in Mausoleum, 
since two other "Balladen", "G. de 'D. (1318-1389)" 195 and 
11 N .M. (1469-1527) ", 196 had been published earlier in the 
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so much lie in the fact that.Enzensberger considers Marx to 
have been less damaging to the history of progress than the 
other figures - such an interpretation is hard to reconcile 
with the bloody strusgles that have been waged in Marx's 
name - as in the fact that he felt unable to contribute 
anything new to the field. 197 
In order to furnish as concrete and complete a picture 
as possible within the confines of the individual ballad, 
great attention has been paid to detail. Not only are a 
host of small, often intimate biographical facts included, 
but quotations are frequently inserted, from the writings 
of the personage in question, as well as from those of his 
contemporaries. However, it is not the individual figures 
who play the main role in this book, but the more abstract 
historical process in which they are involved and to which 
they give flesh and blood. It is this overriding historical 
link which caused the author to give each figure the anony-
mity of titles offering only their initials and dates, their 
full identity being revealed in the index. Enzensberger's 
suspicion of history was present at the very beginning of 
his career in verteidigung der wolfe, associated as it was 
with a hatred of civilization. In Mausoleum his opinion has 
scarcely altered, but one specific aspect of history comes 
under scrutiny here- "progress", which is seen to develop 
not in a linear manner, but cyclically. Such an insight must 
reinforce the poet's tendencies towards resignation, because 
"progress" and any attempt to change the course of history 
197. This at any rate was the reason given to the author 





can only lead back to the point of departure. As Rolf 
Michaelis indicates, the author makes great use of chiasmus 
in order to express this vicious circle: 
Dieser Chiasmus, die rhetorische Umkehrfigur ist 
charakteristische fur die skeptische Haltung des 
Dichters und fur den Sprachgestus dieses Bandes.~8 
Thus v7e find in "J.E.R.H. (1805-1871) ", 199 a ballad concerning 
the magician Robert-Houdin, the epigram: "Ununterscheidbar 
der Fortschritt des Schwindels vom Schwindel des FortschrittsH; 
and in "F.~·V.T. (1856-1915) ", 200 which deals with Frederick 
Winslow Taylor, the American engineer and "Arbeitsokonom", a 
similar turn of phrase: "Die Ausbeutung der Wissenschaft 
wird zur Wissenschaft von der Ausbeutung". It would be an 
oversimplification, however, to claim that all manifestations 
of progress are condemned out of hand. The East German 
critic, Michael Franz, rightly maintains that Enzensberger 
does not ignore "die produktiven, befreienden Anstosse fur 
die Menschhei tsentwicklung" 201 in the achievements of Gutenberg, 
Leibniz and Semmelweiss, for instance. In addition he 
considers that the poet has by and large shaken himself free 
of Adorno's negative conception of progress and has in fact 
been able to expose the real nature of the problem, "den 
Antagonismus von Produktivkraftentwicklung und gesellschaft-
lichen Verh~ltnissen"., 2~ the fact that the effects of progress 
198. Michaelis, op.cit. 
199. M, p.70. 
200. Ibid., p.lOO. 





are detrimental only because they are exploited by 
capitalist forces: 
Enzensberger zielt auf die unversohnliche 
Widersprlichlichkeit des Fortschritts im 
Rapitalismus, ohne sie zu verewigen, d.h. 
prinzipiell als unlosbar auszugeben - sie 
wird historisiert. 203 · 
132. 
Nevertheless, this does not alter the fact that the overall 
impression is negative. The first ballad in the collection 
ends with the lines: 
In diesem Mittelalter 
leben wir immer noch. 2~ 
The last, devoted significantly to Che Guevara, relates this 
Latin-American folk-hero to the commercialization of the 
revolution. If there is a way out of the impasse arrived 
at in Mausoleum, nowhere does Enzensberger indicate that it 
is being followed. The last line in the collection only 
confirms this sad fact: 
Der Text bricht ab, und ruhig rotten die Antworten 
fort. 205 
An important feature of Mausoleum is the almost total 
exclusion of the "lyrisches Ich". Although Enzensberger 
does take a stand against his protagonists, principally in 
sly epigrammatic remarks such as those quoted above, he 
ensures a certain objectivity by contenting himself with the 
role of reporter. This does not prevent him from exercising 
a more subtle influence on the text in the choice and arrange-
ment of material, but it does avoid the undisguised personal 
animosities encountered in his early works. Only two of the 
203. Ibid., p.l33. 
204. "G. de' D (1318-1389) ", ~' p.8. 




ballads include the "lyrisches Ich" to any significant 
extent, "N • M . ( 14 6 9 -15 2 7 ) " and 11 M . A • B . ( 1814 -18 7 6 ) 11• 206 It 
seems that both involve material particularly close to the 
poet's heart: "Die Distanz ist weg, das Seziermesser aus 
der Hand gelegt". 207 The former poem is devoted to Machiavelli 
and, like its fellow ballads, it manages to provide a brief 
biography, a selection of choice quotations and comment 
in less than three pages. We might expect the poet to be 
highly critical of this Renaissance figure, the founder of 
"Realpolitik"; but instead we find in the third line a 
. grudging admiration: 
Unter uns gesagt haben wir allen Grund dich zu 
· · bewundern 
the beginnings of an ambivalent attitude which does not 
reach its full expression until the final lines of the poem: 
Niccolo, Schuft, Dichter, Opportunist, Klassiker, 
Hanker: 
Du bist der Alte Mensch wie er im Buche steht, und 
dafur lob ich dein Buch 
Bruder Niccolo, das vergess ich dir nicht, und dass 
· deine Lugen 
so oft die Wahrheit sagen, dafur verfluche ich deine 
· krumme Hand. 
Revealed here is a reluctance to accept Machiavelli's 
pragmatic observations, coupled v-lith the realization of 
their inevitable truth. The cyclical view of history 
formulated earlier in the poem by Machiavelli: 
206. 
207. 
Dies ist der Kreislauf in dem sich alle Staats-
gebilde der Welt 
gedreht haben, drehen und immerdar drehen warden 
·Ibid., p.85. 
Helga M. Novak, Der Fortschritt des Grauens, Der 
Spiegel, No. 41, 1975. 
134. 
may be anathema to the "Anarcho-Kommunist" Enzensberger; 
but the poet, who has been disappointed as often as his 15th 
century forbear, is convinced of its truth. Bakunin is the 
historical personage at the centre of the second poem. It 
is not the first time that Enzensberger has had occasion 
to study anarchism: one of the "Colportagen" in Politik und 
Verbrech.en, entitled "Die Traumer des Absoluten", 208 is 
devoted to late 19th century Russian anarchism, and the 
"Roman", Der kurze Sommer der Anarchie, 2CB attempts to 
reconstruct the career of the Spanish anarchist Buenaventura 
Durruti. In the ballad the poet wavers in alternate refrains 
between requesting Bakunin to remain where he is, locked in 
his time. 
und weil du uns doch nicht helfen kannst, Bakunin, 
bleib wo du bist. 
and appealing to him to return, an appeal which finally gains 
the upper hand: 
Nach Polizei riecht Europa immer noch. Darum, und 
weil es nie und nirgends, 
Bakunin, ein Bakunin-Denkmal gegeben hat I gibt o.der 
· · geben wird, 
Bakunin, bitte ich dich: kehr wieder, kehr wie.der, 
kehr wieder. 
The uncertainty is brought to a head in the two refrains 
where the conflicting appeals are juxtaposed, reflecting the 
poet's own divided state of mind, in which hope and resig-
nation are engaged in battle. The triple invocation to the 
Russian anarchist to return at the very end shows that hope, 
however vague and however brief, has come to the fore. Helga 
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even "ein Liebesgedicht". 2u Certainly it documents 
Enzensberger's profound sympathy for a political philosophy 
which corresponds most closely to earlier poetic visions 
such as "utopia". Nevertheless, the overwhelming majority 
of the ballads in Mausoleum emphasize that even Bakunin could 
do little to alter a world which stubbornly follows the laws 
postulated five centuries ago by Machiavelli. In the 1966 
essay, 11 Las Casas oder ein Riickblick in die Zukunft", 
Enzensberger highlighted the dilemma posed by historical 
analogies: 
Jede historische Analogie ist zweideutig; wer 
sie ablehnt, fur den wird die Geschich~e zu einer 
Anhaufung nichtssagender Fakten; wer sie fur bare 
Munze nimmt, die spezifischen Differenzen einebnet, 
fur den wird sie zur ziellosen Wiederholung, und 
er fallt dem Trugschluss anheim, so wie es sei, sei 
es immer schon gewesen, und der stillschweigenden 
Folgerung hieraus: so werde es auch bleiben. 2~ 
In Mausoleum he is faced with this very dilemma: in his 
search for a better world he must insist on the uniqueness 
of each historical epoch; at the same time he is unable 
to ignore the unmistakable patterns etched by history, 
which, despite the necessary participation of human agents, 
can neither be altered nor steered. 
Before concluding this discussion of Enzensberger's 
hitherto most recent major poetic publication, there is one 
further matter 'tvhich should not escape consideration: the 
poems in the collection are explicitly referred to by their 
author as "Balladen", and yet it would seem that they bear 
little resemblance to the conventional notion of the ballad. 
211. Ibid. 
212. !2_, p.l30. 
\' 
136. 
For the Mausoleum ballads are arranged in strophes of 
irregular length and abandon almost entirely the recurring 
patterns of rhyme and metre which one has come to associate 
with the ballad, from Burger's 11 Lenore" to Brecht's "Legende 
vom toten Soldaten". In fact, Enzensberger goes so far as 
to cast some of his 11 Balladen" in prose, divided into 
sections which are no doubt intended to correspond to 
strophes. 213 Heinz Piontek in his anthology Neue deutsche 
Erzahlgedichte has subsumed the 20th century "Ballade" under 
the more comprehensive and less rigid category "Erzahl-
. gedicht", 214 which may or may not share all of the former's 
characteristics. It is in this light that we must regard 
Enzensberger's "Balladen", and although lacking the immediate 
outward features of the ballad, they do at least conform to 
the criteria which Goethe formulated in 1821: 215 that is, 
they combine the lyrical with the epic and dramatic modes. 
In their articulation of the poet's despair and their 
concentration on the individual case they maintain a lyrical 
quality; in their compressed narrative structure an epic 
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lyrical self and the varying "documentary" voices, a 
dramatic quality. Furthermore, it would seem that Enzens-
berger, by employing aspects of the ballad, has been able 
to achieve a synthesis of the lyrical poem and the political 
documentary, for these poems are not only of value as 
information about historical processes and the misuse of 
knowledge, but also give the reader an insight into the 
author's state of mind. As Gerhard Kopf notes, the ballads 
are "Gedichte als Texte mit informierender Funktion". 216 
The documentary literature with a marked political slant 
which Enzensberger had developed in works such as Das Verhor 
von Habana and Der kurze Sommer der Anarchie is here merged 
with that deeply felt scepticism which has largely been 
reserved for the poetry. 
In Hausoleum and the latter third of the Gedichte 
1955-1970. the conflict, which has been followed in this 
chapter from its origins in verteidigung der wolfe to his 
most recent work, has shed or resolved the subordinate but 
closely linked dichotomy between the lyrical and the 
political spheres, giving way to the problem which goes 
beyond poetry and poets, the problem whether to choose 
political activity or political resignation. Neither is 
an easily defensible position: the one because history has 
taught us that it can achieve little, the other because it 
means the isolation of the individual in a cocoon of self-
indulgence. That this conflict finds its most marked and 
216. Gerhard Kopf, Thesen zur Balladendichtung H.M. 
Enzensbergers, Die Ballade: Probleme in Forschung 




passionate expression in the poetry rather than in the 
critical writings, indicates that it is a private rather 
138. 
than a public preoccupation, and one which is not necessarily 
about to overwhelm all of his literary and political 
activities • 
139. 
IV THE PATTERNS 
(i) INTRODUCTION 
If, as the previous chapters set out to show, 
Enzensberger's poetry displays in its thematic substance a 
fundamental and constant conflict, then it is reasonable to 
suppose that this conflict also finds an expression in its 
formal aspects. To what extent Enzensberger himself 
consciously reflected this conflict in his choice of poetic 
techniques cannot be decided within the scope of this 
present study, but it is apparent from his examination of 
the work of Clemens Brentano that he was by no means unaware 
of the poetic consequences of a similar "Getheiltheit" 1 in 
the 19th century poet's mind. Mention has already been made 
of Enzensberger's distinction between the "poetic" and 
"empiric consciousness" (dichterisches und empirisches 
Bewusstsein 11 ) : 2 these, he claims, diverge in Brentano's 
case, thus creating the "Getheiltheit" in question. However, 
interested primarily in Brentano's use of language, Enzens-
berger takes this line of reasoning a step further by 
postulating a "poetisches Korrelat" to such a divergence, 
which manifests itself particularly in a 11 gebrochenes 
1. In a letter from Brentano to Luise Hensel (December 
1816). Quoted in BP, p.99. 
2. Ibid., p.97. See also Chapter II, pp.36-37. 
·\ 
140. 
Sprachverhaltnis" 3 that may be summed up in the term 
"Entstellung". In view of these factors, therefore, we may 
expect to discern a similar structure in Enzensberger's own 
poetry: it is with this structure that the remainder of 
this study w~ll concern itself. 
Reinhold Grimm sees Enzensberger's internal struggle 
between political resignation and political action expressed 
in a dialectical relationship between the poles "Lyrik" and 
"Kritik 11 • 4 This dialectical interaction, however, does not 
merely operate on the level iromediately obvious to the reader; 
it may in many instances permeate the very language of the 
poem. Broadly speaking, it may be said that two principal 
differing classes of poem arise, which may in turn be 
constructed according to one or a combination of individual 
poetic patterns. In the first Enzensberger is able to 
harness the tension generated by his conflict and achieve a 
synthesis by employing patterns which permit the formal co-
existence of each side of the conflict. In the second, 
owing to a capitulation to one side or other of the conflict, 
the poem reflects Enzensberger's uncertainty as to how to 
direct his poetic language. Otto Knorrich speaks of " [der 
schmale] Pfad zwischen direkter inhaltlicher Aussage und 
artistischer Wortkunst" 5 in the political poetry, and it is 
evident that Enzensberger often strays off this path. This 
3. Ibid., p.lOO. 
4. Reinhold Grimm, Bildnis Hans Magnus Enzensberger, 
op.cit., p.l70. 








second class in particular is a direct corollary to the 
problem formulated earlier in the discussion of the genre 
11 politische Lyrik" 6 : whether to communicate a political 
message directly to the recipient and thus impair the 
aesthetic qualities of the poem, or to clothe the political 
message in progressive, even experimental techniques and 
thereby risk reducing drastically the poem's audience appeal. 
In order to comprehend more clearly the forces influencing 
Enzensberger in the actual construction of a poem, it is 
necessary at this stage to add some more specific details to 
the poet's somewhat equivocal stand as to how poetic language 
should be directed. 
Certain contradictions arise in the writings of the 
period 1960-1962. In the essay 11 Die Aporien der Avantgarde" 
Enzensberger appears to assume the role of a "cultural 
conser'vative" in condemning the efforts of the contemporary 
avantgarde, among them the concrete poets, 7 and in rejecting 
the concept of "experimental art", claiming that "Das 
Experiment ist ein Verfahren zur Herstellung wissenschaft-
licher Erkenntnisse, nicht zur Herstellung von Kunst" and 
that, lacking many of the features of a scientific experiment, 
so-called 11 experimental art" is a misnomer: "Es ist voraus-
setzungslose 'reine Aktion'; irgendwelche Absichten sind ihm 
nicht zu unterschieben. Methode, Nachprufbarkeit und 
Stringenz spielen keine Rolle". 8 Yet despite his rejection 
6. See Chapter II. 
7. EII, p.75. 




of the term he is nevertheless prepared to use the word 
"experimentieren" with regard to one of his own poems in his 
lecture "Die Entstehung eines Gedichts". In following the 
creation of his poem "an alle fernsprechteilnehmer", 
Enzensberger mentions the "technische Aushilfe" of the 
"Wortliste" and states its function thus: "Das Hilfsmittel 
der Wortliste erlaubt es, mit einer Anzahl von Worten zu 
experimentieren, bis das richtige gefunden ist". 9 (My under-
lining.) One can only add that either it is carelessness 
which allows him to use such a suspect word, or it is employed 
deliberately. Owing to the context in which it arises - the 
fashioning of a poem which uses a remarkably wide range of 
vocabulary - the latter would seem to be the case. However, 
the discussion of the term "experimental art" does not end 
here. Grimm, in his article 11 Montierte Lyrik", goes so far 
as to compare Enzensberger with Gottfried Benn, who spoke 
of the poet operating in a "Laboratorium fur Worte" , 10 and 
the attitude of the poet with that of the "experimentierenden 
Wissenschaftlers". 11 The point here is that while Enzens-
berger may be justified in quibbling about the correct use 
of the term "experiment", it does conveniently express a 
principal feature of modern poetry; namely the poet's 
tendency to treat the elements of language as if they were 
9 . GEnt, p. 7 6. 
10. Gottfried Benn, Gessammelte Werke 3, p.951. 
11. Grimm, Montierte Lyrik, op.cit., p.34. Grimm is not 
alone in applying this term to Enzensberger: Dieter 
Schlenstedt agrees that Enzensberger employs: 
"sprachexperimentelle Mittel", but adds, "doch ist 
er kein Sprachexperimentator 11 • (Unentschiedener 
Streit? op.cit., p.l24). One finds it difficult to 
see the distinction. Otto Knorrich refers to certain 
poems of Enzensberger's as "Laborgedichte" (op.cit., 




chemical constituents to be tested in differing combinations, 
in order to achieve a satisfactory poetic result. As Grimm 
makes clear, such experimentation with language is a major 
ingredient in Enzensberger's poetry, an ingredient, which, 
if we are to understand correctly the conclusions reached 
in the essay "Poesie und Politik", contributes largely to 
releasing poetry from the constraints of a "politischer 
Auftrag". Nevertheless, his reservations about the term 
"experiment" may well be associated with his criticism of 
Benn's "monologisches Gedicht" in "Scherenschleifer und 
Poeten", where the communicatory function of a poem is 
stressed. 12 It is certainly not a matter of indifference 
to Enzensberger as it is to Gottfried Benn, whether the 
poem finds a recipient or not, although at the same time he 
is prepared to claim in essays such as "Poesie und Politik" 
and "Weltsprache der modernen Poesie" that all poetry, no 
matter how hermetic, fulfils a political role. It is 
considerations such as these which account for the some-
times violent swings apparent in the formal aspects of his 
poetry: sometimes it would seem he is an unabashed poetic 
experimenter; at other times he offers little more than a 
catalogue of extreme and embellished political half-truths 
which he would maintain are "truth-producing 11 • 
The following sections examine formal patterns which 
are relevant to the problems sketched above. Each includes 
an analysis in greater or lesser detail of one or more 
specific poems which illustrate the formal aspect in 







question. It need hardly be said that most of Enzensberger's 
poems by no means restrict themselves to any one of the 
patterns; but it is also true that certain poems offer 
themselves more readily as examples of one pattern rather 
than another. It would be pertinent here to add that 
because Enzensberger employs a multiplicity of forms, it is 
extremely difficult to arrange his work in clearly defined 
categories. Nevertheless, it is possible to detect through-
out his poetic work the recurrence of certain formal 
elements, if only in a developed or much altered guise. 
(ii) ENTSTELLUNG 
Enzensberger's use of the term "Entstellung" is 
limited principally to Clemens Brentano's handling of poetic 
language; 13 nevertheless, several critics have considered 
it an appropriate description of Enzensberger's own methods. 
Paul Noack in 1963 relates the romantic and lyrical mood of 
much of verteidigung der wolfe to the poet's work on 
Brentano, but claims that the "Stilmittel des Ruckgriffs, 
des enstellten Zitats" 14 was used only sparingly at this 
stage, appearing almost to excess, however, in landessprache ~ 15 
13. The term also appears in the essay Der Fall Pablo 
Neruda, EII, p.llO: " ... die ~usserste Verkurzung, 
Verfremdung und Entstellung der Sprache (sind) 
Grundelemente der Poetik, die Neruda fur sich 
entwickelt hatte". 




Hermann Pongs and Otto Knorrich disagree in differing ways 
with Enzensberger's application of the term: the former, 
despite the fact that he is prepared to concede that 
"Entstellung" is "ein fundamentales Prinzip der modernen 
Poetik", 16 does not believe that Brentano fits into the 
category - "Nur ist Brentanos Poetik nicht darauf fest-
zulegen" - but proceeds to attribute "entstellte" techniques 
to Enzensberger' s own poetry; 17 the latter, taking a dia-
metrically opposed attitude to Pongs, disputes Enzensber-
. ger's claim that "Entstellung" is a "zutiefst modernes 
Verfahren" 18 and maintains that it is based on a "Sprach-
verhalten, das dichterischem Sprechen uberhaupt wesenseigen-
tumlich ist". 19 Both Leonhard Fiedler in his interpretation 
of the poem "geburtsanzeige" and Siegfried Mandel define 
"Entstellung" as a method of revitalizing hackneyed 
" language by thrusting it into a new light with the 
assistance of subtle changes and regard it as a central 
feature of Enzensberger's poetic language. 20 Theo Buck, 
however, is prepared to consider it only a minor influence 
16. Hermann Pongs, Das Bild in der Dichtung. II. Band. 
Voruntersuchungen zum Symbol, Elwert, Marburg, 1967, 
p.641. 
17. Ibid., p.648. 
18. BP, p.l08. 
19. Otto Knorrich, Hans Magnus Enzensberger, op.cit., p.533. 
20. Leonhard M. Fiedler, Hans Magnus Enzensberger, 
"geburtsanzeige", Nege zum Gedicht, Schnell & Steiner, 
~Unchen, 196~, p.427. 
Siegfried Mandel, Group 47. The Reflected Intellect, 
Southern Illinois University Press, pp.l24 and 126. 
See also Rainer Rumold, Sprachliches Experiment und 
literarische Tradition. Zu den Texten Helmut 
Heissenhuttels, Lang, Bern/Frankfurt am Main, 1975. 
(Stanford German Studies, Vol. 9). Rumold stresses 









as compared with that of Bertolt Brecht. 21 Notwithstanding 
the useful remarks made by these six critics, the concept 
of "Entstellung" as a vital constituent of Enzensberger's 
poetry deserves a more thorough treatment than it has 
hitherto received. 
Before the wider significance of poetic techniques 
of "Entstellung" are discussed, both as they appear in 
Enzensberger's own work and in the context of European 
literature as a whole, it is necessary to examine in some 
detail his study Brentanos Poetik, first submitted as a 
doctoral dissertation in 1955 and published in book form 
in 1961. In this study Enzensberger, by analysing in 
. great detail four poems by Brentano 1 11Wiegenlied eines 
jammernden Herzens", "Wenn der lahme Weber traumt", "Der 
Traum der Wliste" and "Aus einem kranken Herzen", endeavours 
to prove that the Romantic poet developed a poetic far ahead 
of his time, ushering in an era of poetic language in 
Germany which still h~lds sway today. 22 
In the very opening lines of the first poem which 
he examines, 11 Wiegenlied eines jammerden Herzens": 
0 schweig nur, Herz! die drohende Sibylle, 
Die dir durch deinen Frieden Wehe! kreischt 
Enzensberger is able to find examples of the language which 
he claims is characteristic of "Entstellung": 
21. 
22. 
Die Worte "Sibylle" und "wehekreischen" erwachen 
in diesem Gedicht aus ihrem Schlaf. Sie werden 
ihrem gewohnlichen Bedeutungs- und Gebrauchs-
zusammenhang entrissen; jenes wird aus seiner 
allegorischen Starre befreit, steht gleichsam auf 






und wandelt und fangt selbst an, zu reden (wir 
wollen diese Erscheinung Animation nennen) , dieses 
wird durch seine Zerlegung dem Bereich der blossen 
Mitteilung entzogen und wird als das, was es eigent-
lich ist, horbar gemacht. Beide Worte verlieren 
ihre konventionelle Bestimmtheit. Diese Erscheinung 
bedeutet einen "Riickgriff von der schon geformten 
und zubereiteten Sprache auf vorher nicht genutzte 
Moglichkeiten der Wortes. Wir nennen dieses 
Verfahren "Entstellung", weil es das Wort der 
gewohnlichen Zusammen-stellung entreisst, urn es 
· dichterisch neu verfugbar zu machen. 23 
In this paragraph Enzensberger defines the elementary 
principle of the technique: that of removing a word or 
phrase from its conventional context, in order to extract 
new poetic meanings from that same word or phrase. Already 
he has described two possible means of achieving this 
effect: animation, whereby an allegorical figure which has 
come to have an established "passive" meaning, in this case 
the "Sibylle":, is revitalized by being placed in an active 
context; and by splitting a compound \'lOrd, "wehekreischen 11 , 
into its original components, thereby infusing it with new 
significance. These examples of "Entstellung", according 
to Enzensberger, bring with them a "starke sinnliche Ladung 
der Sprache", 24 the first visual, the second of an acoustic 
nature. Enzensberger is able to discover in Brentano's 
poems several other types of "entstellte Sprache" which may 
be enumerated here: the syntactic shock, 25 in which the 
sentence construction breaks without warning an established 
pattern; "Sinnverzogeru~g" and "Identifikation", 26 v.rhereby 
two objects which appear to have separate identities are 
2 3. Ibid. , p. 2 3. 
24. Ibid. 
25. Ibid. 





fused, not by syntactic means, but by subtle formal corres-
pondences such as rhyme and assonance; the "entstellte 
Redensart" , 27 which involves the regeneration of trite 
expressions, idioms, proverbs or quotations by slight 
alteration or by reviving the often long forgotten 
literal meaning, a technique which Enzensberger considers 
particularly indicative of the "Doppelgesicht" character-
istic of modern poetry: 
... einerseits (der) Ruckgriff auf traditionelles 
Gut, auf Sprachvergangenheit im weitesten Sinn, 
andrerseits die Zerstorung eben dieser Materialien 
zur Gewinnung neuer sprachlicher Moglichkeiten. 28 
Three further types of "Entstellung" which Enzensberger 
discusses in his study are "Mehrdeutigkei t", 29 which pre-
vents the isolation of one specific meaning of a word to 
the exclusion of all other possibilities; "da..s unverbundene 
Nebeneinandersetzen 11 or "unverbundene Reihung", 30 in which 
a series of disparate elements are linked, the result of 
which may be paradox. This latter device, as will be 
shown in the following section, plays a vital role in 
EnzensbeFger's application of "Entstellung". 
That the conclusions reached in Brentanos Poetik 
have attracted a certain amount of controversy is illus-
trated by the differing opinions offered by Pongs and 
Knorrich, but if one scrutinizes the examples of 
"Entstellung" provided by Enzensberger one is bound to give 
both standpoints some credence: there are certain techniques 
27. Ibid., p.25. 
28. Ibid. 
2 9 . Ibid . I p. 2 6 . 
30. Ibid., p.27. 
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which do appear somehow imposed on Brentano's work by the 
younger poet, and others which, although christened with 
new names, have been fundamental to poetry from time 
immemorial. To take first the example of the opening two 
lines of "Wiegenlied eines jammernden Herzens" once again: 
Enzensberger's analysis of "die drohende Sibyll~'and "Wehe! 
kreischt" scarcely reveals convincingly instances of a 
revolutionary use of language since it is quite conceivable 
that a sibyl, a prophetess or a fortune-teller, might take 
on a threatening aspect and emit cries of woei and the 
\ 
juxtaposition of "Wehe!" and "kreischen" is not necessarily 
unusual. In the second place, "Mehrdeutigkeit" and the 
paradox were not introduced into poetry by Brentano, but 
are in Kn&rrich's terminology "wesenseigentfimlich" to the 
. genre. However, even if one may quarrel with certain 
details of Enzensberger's analysis, a basic principle of 
,t., .. modern poetry remains: that of the poet's increasing 
tendency to deny words their conventional usage, in order to 
make them once again poetically viable. Rather than 
·~ attempt a laborious matching of Enzensberger's poetry to 
the techniques deduced from Brentano's work, it is the 
comprehensive principle that will be borne in mind here, 
i 
I altough it is true that Enzensberger has employed some of 
Brentano's techniques. 
At least three of the four poems examined in 
Brentanos Poetik are arranged to a greater or lesser extent 
in patterns of repetition and variation, whereby a few key 
words or phrases reappear in differing combinations. 





Brentano' s work is "Der Spinnerin Lied", 31 in which the 
pattern of subtly altered combinations seems to reveal a 
deeper meaning of the poem. Another poem, "Der Traum der 
Wliste", the third of those analysed in Enzensberger's study, 
displays a striking pattern restricted to the first line of 
each stanza. Compare the first line: 
0 Traum der Wuste, Liebe, endlos Sehnen ... 
with some of those which follow: 
o Wustentraum, wo Lieb' auf Herzschlag lauschet 
(Stanza 2) 
o Liebe, Wustentraum der Sehnsuchtspalme 
(Stanza 4) 
0 Wuste, Traum der Liebe, die verachtet 
(Stanza 5) etc. 
Here the pattern is based on the three words "Traum", 
"Y-Jliste" and "Liebe" and it would appear from these examples 
that "entstellte Sprache 11 is admirably suited to such a 
pattern: it is thus significant that the poem of Enzens-
berger's which shows most clearly his application of 
"Entstellung" - "wortbildungslehre" 32 - happens to be 
similarly constructed in a pattern of repetition and 
variation: 
in den toten hemden 
ruhn die blinden hunde 
urn die kranken kassen 
' gehn die wunden wascher 
und die waisen hauser 
voll von irren wartern 
leihn den fremden heimen 
ihre toten lieder 
31. A discussion of this poem is to be found on pp. 
91-93 of BP. 






doch die kranken hunde 
ziehen den irren waschern 
·ihre waisen hemden 
aus den toten kassen 
vor den blinden liedern 
fliehn die fremden warter 
aus den wunden heimen 
in die toten hauser 
alle wunden wascher 
in den kranken kassen 
ruhn mit blinden hunden 
in den toten hemden 
in den toten kassen 
in den toten hausern 
in den toten heimen 
in den toten liedrE'!rn 
ruhn die toten toten 
151. 
The poem is to be found early in the fourth section, 
entitled "eden an niemand", of the volume landessprache; 
it has a cleanness and strictness of form not shared by 
the majority of poems in the same volume. Consisting of 
six short stanzas of four lines each and a one-line coda, 
the poem introduces all of its essential material in the 
first two stanzas, material which is repeated and varied 
in the remainder of the poem. The material presented in 
stanzas 1 and 2 consists of eight compound nouns which, 
while being still recognizable as such, are in the process 
of dislocation: 11 die toten hemden" (= shrouds) , "die 
blinden Hunde" (= guide-dogs) I ndie kranken kassen" 
(= health insurance companies) , "die wunden wascher" 
(=surgeon's assistants), "die waisen hauser'' (=orphanages), 
"die irren warter'' (= attendants in mental hospitals), "die 
fremden heime" (= pensions), and "die toten lieder" 
(= dirges) . 33 But even this very slight separation, this 
33. A useful note on this poem is provided by Siegbert 
Prawer, Seventeen Modern Ger:rrian Poets, 0. U. P. , 
Oxford, 1971, p.l94. 
:.::. 
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mild form of "Entstellung", can immediately alter or add 
meaning to the expressions involved. Where in the original 
compound noun the weight of meaning, but not of course 
the stress, is placed on the second half, in its dislocated 
form the first half regains much of its original significance. 
In the term "Krankenkasse", for instance, the primary 
importance belongs to "Kasse", which denotes the financial 
nature of the institution; "krank", in its transformation 
to an adjectival noun, modifies "Kasse", adding the fact 
that .this institution is concerned in some manner with 
illness. In the poem the adjective "krank" has been 
deprived of its substantivalfunctions, but it still 
modifies "Kasse", in a more sinister manner: it is now no 
longer a question of purpose, but implies that the "Kasse" 
itself is ill. The result of this shift in the poem is 
a multitude of paradoxical situations: shrouds, intended 
to wrap thedead, are themselves dead; guide-dogs, intended 
for the leading of the blind, are themselves blind; 
surgeon's assistants, who aid in the healing of wounds, 
are themselves injured; orphanages are orphaned; mental 
hospital attendants are mad; "pensions", which accommodate 
strangers or foreigners, are themselves strange or foreign; 
and dirges, like the shrouds, are themselves dead. Of 
course these meanings can only be extracted if one associates 
the full meaning of the original compound nouns with their 
now dislocated forms; it is also possible that the poet 
intends us to abandon altogether the familiar compound 
nouns and seek entirely new meanings, but vvhatever the 
intention, the picture is one of chaos, expressed by a 
153. 
fragmentation of language reflecting that of the world. 
Most of the compounds featured here consist of a 
linked adjective, or rather adjectival noun, and noun: 
the one exception is "die waisen hauser" • "Waisenhaus" 
comprises two substantives of the orthodox variety, but 
Enzensberger nevertheless creates a neologism by giving 
"Waise" an adjectival function, the result being a more 
extreme instance of "Entstellung". The importance of the 
adjective in these first two stanzas is further heightened 
by the fact that one in particular is repeated, appearing 
in the first and eighth lines: "in den toten hemden 11 and 
"ihre toten lieder". By returning to the adjective "tot 11 
in the fourth line of stanza 2, the poet establishes a 
pattern which remains until the end of the poem, thus 
providing a basis from which the dominance of the word 
"tot" can increase. In stanzas 3 and 4 the nouns and 
,')-
adjectives break away completely from each other in order 
to re-combine with others. Thus we find, for example, 
"die kranken hunde" and "die fremden warter"; we also 
find "tot" combined, in the last line of both stanzas, 
.. 
f' 
with "kasse 11 (thereby constituting the stage beyond 
"krank") and with 11 haus". In the fifth stanza the 
components of the first stanza return to their respective 
conventional partners, although still in a state of dis-
location; but in orderthat the word "tot" retains its 
position in the fourth line, the order is reversed, 
·.l 
so that the "wunden wascher" appear in the first line, and 
so on. The process by which all adjectives are attracted 






sixth stanza, although it should be mentioned that it only 
establishes dominance over the nouns denoting inanimate 
items, "hemden", "lieder", "kassen", "hauser" and "heime" 
- "hund", "w~scher" and "w~rter", as living creatures, are 
exempted for the time being. Nevertheless, the word "tot" 
becomes so absolute and all-absorbing that in the final 
brief coda it is able to engulf the noun and thus, by 
implication, those that had hitherto been reprieved. It is 
of interest to note that the adjective achieves such 
dominance that the noun in the final line is reduced to 
being an adjectival noun. 
The meaning of "wortbildungslehre" is inextricably 
tied to the processes which the language undergoes in the 
poem. Enzensberger uses the technique of "Entstellung" in 
order to demonstrate that, even with the freedom to 
revitalize language by disintegrating and interchanging 
words, the result is a reductio ad absurdum, a single 
meaning or no meaning at all. This result, which is support-
ed by the monotonous trochaic metre pervading the whole 
poem, points to an inadequacy in language, since the manip-
ulation of language here creates only possibilities which 
return ultimately to a common point far more restrictive 
than the original components. 
The poem just analysed is obviously an extreme 
example of Enzensberger's application of "Entstellung": 
rarely does it exercise such a total influence on the shape 
of the poem, although it frequently plays a dominant role. 
The significance of "wortbildungslehre" lies in the fact that 
it establishes unequivocally that Enzensberger owes more 






also provides indisputable evidence that he is prepared 
to "experiment" with language. One of the first critics 
to recognize this fact was Reinhold Grimm in "Hontierte 
Lyrik", in which he, while neither mentioning Brentano by 
name nor using the term "Entstellung", laid bare the prin-
ciples of Enzensberger's art and linked him not only to the 
modernist stream of poetry established in France a century 
ago by Baudelaire, Rimbaud and Mallarme, but also to its 
greatest representative in Germany, Gottfried Benn. 34 
According to Grimm, Enzensberger subscribes to the view 
expressed by Benn in "Probleme der Lyrik" that the poet is 
a craftsman, who cold-bloodedly fashions his work without 
having to depend on the whims of inspiration in order to 
create: 
Das neue Gedicht, die Lyrik, ist ein Kunst-
produkt. Damit verbindet sich die Vorstellung 
von Bewusstheit, kritischer Kontrolle, und, um 
gleich einen gefahrlichen Ausdruck zu gebrauchen, 
auf den ich noch zuruckkomme, die Vorstellung 
von "Artistik".% 
This assumption of Grimm's was later to be borne out by 
Enzensberger's utterances in "Die Entstehung eines Gedichts".% 
Such a poet has all areas of language at his disposal, to 
the extent that he no longer manufactures only verse,·but 
words as well: he combines the multiplicity of linguistic 
34. A thorough examination of Enzensberger's relation-
ship with Gottfried Benn is to be found in Al~xander 
Hildebrand, Selbstbegegnungen in kurzen Stunden 
op.cit., pp.l7-32. - -
35. Gottfried Benn, Probleme der Lyrik, op.cit., p.l059. 
The first sentence of this utterance is quoted by 
Grimm, Montierte Lyrik, op.cit., p.34. 




elements in order to "faszinierend montieren 11 , 37 as Benn 
put it. The principles revealed in Enzensberger's work by 
Grimm thus correspond very closely to those elaborated by 
the former in Brentanos Poetik; limiting all his examples 
to the first volume, verteidigung der wolfe, since this 
was the only body of Enzensberger's verse available in 
1958, Grimm mentions the use of the techniques of repetition 
and variation in the poems 11 Candide 11 , 11 aschermittwoch 11 and 
"geburtsanzeige", 38 but concentrates most of his attention 
on the poet's 11 remodelling .. C'Umformung 11 ) of idioms, formulae 
and proverbs. In words that could have originated from 
Enzensberger himself, Grimm asserts: "Wo Redensarten, 
Formeln, Sprichworter auftauchen, sind sie meist schon 
umgeformt, aus ihren gewohnten Zusammenhangen gerissen und 
auf uberraschende Weise neu verknupft II. 39 The poem which 
best illustrates such processes in Gri:m..rn's opinion seems to 
be "bildzeitung", where in a manner very similar to that 
apparent in "wortbildungslehre", the poet dislocates 
compound nouns to create new expressions: e.g. "manitypistin 
stenokure" (instead of 11 manikure stenotypistin 11 ). In such 
a montage the poet fuses together elements which may be 
regarded as fundamental to both terms. The stereotype in 
the reader's mind of a stenographer most probablyincludes 
visions of glamour invoked by the term 11 manikure"; the poet makes 
37. Benn, op.cit., p.l088. 
38. Grimm, op.cit., p.32. 
39. Ibid., p.24. 
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the identification absolute.40 1-'~lso noted is the insertion 
of quotations from a well known fairy tale in the penultimate 
line of the first three stanzas: "tischlein deck dich", 41 
remodelled in the second stanza to "eselin streck dich", 
takes on a new meaning in a poem sharply critical of the 
consumer society, by reflecting the "marchenhafte" and 
unreal aspects of the phantasies planted in the mind of the 
consumer. 
In "Montierte Lyrik", Enzensberger's poetry is, 
with considerable justification, linked closely to that of 
Gottfried Benn. In discussing the younger poet's 
treatment of hackneyed language Grimm uses a term -
11Verfremdung" - which one associates immediately with a 
poet who is normally _regarded as the antithesis of Benn, 
namely Bertolt Brecht, although he does not actually mention 
Brecht in his article. The context would make its use 
seem innocent anough- it arises in the phrase" ... die 
Verfremdung des Schlagwortes durch die unerwartete 
Pluralisierung 11 42 - if there were no 9rounds for making a 
comparison between Brecht's and Enzensberger's poetic 
40. This technique is referred to by Karl Riha (Cross-
Reading und Cross-Talking, Metzler, Stuttgart, 
1971) as "Wort-Cross-Readings", which have the 
effect of" ... durch die verquere Zusammensetzung 
von Worten versteckte Wortinhalte virulent werden 
zu lassen und damit den Leser, an den das Gedicht 
sich wendet, aufzuschrecken ... " (p.75). 
41. From Tischchen deck dich, Goldesel und Knuppel aus 
dem Sack, Kinder- und Hausmarchen. Erster Teil, 
gesammelt durch die Bruder Grimm, (insel tasch~nbuch 
112), Frankfurt am Main, 1974, pp.218-229. 






techniques. But in fact a close study of Brecht's language 
combined with a reading of Grimm's own contributions to 
research in this field provides convincing evidence that the 
concepts of "Entstellung" and "Verfremdung", and all that 
they imply, overlap in many respects. 
Brecht's concept of "Verfremdung" evolved largely 
as a result of the needs encountered in the development 
of his "epic" theatre. It was Brecht's purpose here to 
"distance" the audience from the action on the stage, in 
order to prevent a total and undiscriminating "Einfiihlung" 
and to encourage a reflective, critical state of mind. 
Broadly speaking, this was achieved by mobilizing two 
related principles: that of placing familiar situations 
in a new light, what Brecht in the poem "Lied des Stuck-
schreibers" calls 11 das Staunen 11 : 
Alles ubergab ich dem Staunen 
Selbst das Vertrauteste 
Dass die Mutter dem Kind die Brust reichte 
Das berichtete ich wie etwas, das keiner mir glauben 
\.vird. 
Dass der Pfortner vor dem Frierenden die Ttir zu·~ 
schlug 
Wie etwas, das noch keiner. gesehen hat. 43 · 
and secondly, the ability to doubt what is beyond question, 
a capacity extolled in the poem "Lob des Zweifels", 44 for 
example. Placing familiar situations in a new light 
exposes them automatically to doubt. In order to achieve 
the famous "Verfremdungseffekt" in the theatre, Brecht used 
amongst other devices a narrator and songs commenting on 
the action, and "Vorspriiche", brief outlines of the forth-
coming action in each scene usually projected onto a screen 
before the scene commences, with the function of diverting 
43. Bertolt Brecht, Gesarnmelte Werke 9, p.791. 
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attention from the outcome of the plot to the reasons why 
events occur as they do. On a more subtle level, he also 
manipulated the very language to produce this effect, a 
situation which is closely paralleled in the poetry. The 
following four aspects of "verfremdete Sprache 11 do not by 
any means exhaust the possibilities of Brecht's poetic 
language, but have been chosen because they resemble in 
many aspects features of 11 Entstellung 11 as used by Brentano 
and Enzensberger. The first aspect is called"Verkehrung 
vorgepragten Sprachgutes11 by Reinhold Grimm, and he 
defines it thus: 
Gelaufige Formeln, wie Redensarten oder Sprich-
worter, werden verzerrt, umgedreht, entstellt; 
die widerspruchsvollen Beziehungen, die daraus 
resultieren, haben Verfremdung zur Folge. 45 
It is significant that Grimm actually employs the term 
"entstellt" here and that his words repeat what he says on 
another occasion about Enzensberger's handling of stereo-
typed language. For Brecht's purposes, putting well worn 
elements of language into a new light was designed to keep 
the reader's critical faculties active when reading a poem. 
Brecht's fondness for the dialectic brought with it another 
aspect of 11 Verfremdete Sprache": since every proposition 
contains contradictory elements, Brecht introduced at 
every available opportunity contradictions into his poetry, 
often in the form of paradox. It produced for him a vital 
ingredient of "Mehrdeutigkeit": 
Flach, leer, platt werden Gedichte, wenn sie 
ihrem Stoff seine Widerspruche nehmen, wenn die 
Dinge, von denen sie handeln, nicht in ihrer 
45. Grimm, Bertolt Brecht. Die Struktur seines Werkes, 
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lebendigen, d.h. allseitigen, nicht zu Ende 
gekommenen und nicht zu Ende zu formulierenden 
Form auftreten.~ 
160. 
Linked with this is Brecht's aptitude to use grotesque 
language, language which in the words of Clemens Heselhaus 
involves "die uberraschende Zusammenfi.igung des Heterogenen II' 47 
a factor evidenced in Enzensberger's work by the sometimes 
confusing and unannounced mixtures of language level. A 
final aspect of Brecht's "Verfremdungstechniken" worthy of 
mention is to be found in his frequent use of repetition 
and variation devices: the most obvious example of this 
arises in the refrain, where the poet makes slight alter-
ations to a rigid pattern in order to maintain the reader's 
alertness. This brief discussion of Brecht's poetic art 
shows that Enzensberger's consciousness of the poem as 
"Kunstprodukt" could have stemmed from his knowledge of 
Brecht as much as from Benn, and that Walter Hinderer's 
claim that Enzensberger explains with Brecht the poem that 
he has made with Benn 48 is therefore not necessarily 
correct. 
So far it has been established not only that Enzens-
berger himself employs "entstellte Sprache", but also that 
it is a factor common to poets as different as Brentano, 
Benn and Brecht, all three of whom seem to have had some 
influence on Enzensberger's work. It may be justifiably 
claimed that this principle is fundamental to modern poetry. 
46. Bertolt Brecht, Uber Lyrik, Suhrkamp, Frankfurt am 
Main, 1964, p.25. 
47. Clemens Heselhaus, Deutsche Dichter der Moderne von 
Nietzsche bis Yvan Goll, Bagel, Dusseldorf, 1961, 
p.287. 
48. See Chapter I, p.27. 
·" 
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However, at this point it must be asked whether there is 
any deeper unifying experience underlying the application 
of "Entstellung". If no deeper underlying factor can be 
found, then "Entstellung" may be regarded as an interesting 
and important constituent of Enzensberger's poetry, but of 
only marginal relevance to this study, which is concerned 
with unearthing patterns of conflict iri his work. Brecht 
developed his "verfremdete Sprache" primG\..r-lly for socio-
political purposes, but the same could not be said of 
Brentano or Benn, although it may well be true in the case 
of Enzensberger: in order to find the common denominator 
which we are seeking, it is necessary to return briefly 
to the writings of Gottfried Benn, thence to the wider 
sphere of European literature. 
In his autobiographical work Doppelleben, Benn speaks 
of the dualistic existence that Man must lead: taking the 
example of himself, he describes his two roles as physician 
and poet, which are played quite separately. "Doppel-
gestalten" are an integral part of our culture, he maintains, 
represented in earlier epochs by "Sphinxen, Zentauren, 
hundskopfige Getter", figures which express the fact that 
Man's thought and identity tend to follow diverging paths: 
Kurz, Denken und Sein, Kunst und die Gestalt 
dessen, der sie macht, ja sogar das Handeln 
und das Eigenleben von Privaten sind vollig 
getrennte Wesenheiten - ob sie uberhaupt 
· zusammengehoren, lasse ich dahingestellt. 49 
He then proceeds to claim that the splitting of the person-
ality is a conscious and systematic measure, the result of 








which he calls "Doppelleben", 50 and although aware of the 
tension engendered by this existence he was not interested 
in synthesis or reconciliation, but proclaimed himself 
an 11 Antisynthetiker". 51 Later in Doppelleben, when he 
discusses "Der Stil der Zukunft", he applies this quality 
specifically to poetry, which assumes a corresponding 
"Doppelgesicht": 
Jetzt.werden Gedankeng~nge gruppiert, Geographie 
herangeholt, Tr~umereien eingesponnen und wieder 
fallengelassen. Nichts wird stofflich mehr 
verflochten, alles angeschlagen, nichts durch-
gefiihrt. Alles bleibt offen. Antisynthetik. 52 
He is thus able to justify the heterogeneous assenilily of 
modern poetry. Benn's words were later echoed by Hugo 
Friedrich in his Struktur der modernen Lyrik, where he 
speaks of the "dissonantische Spannung des modernen 
Gedichts" 53 which results in sharp contrasts between the 
irrational and the intellectual, simple modes of expression 
with complex content, linguistic elegance with an awbiguous 
subject-matter. The operative word in this instance is 
"Spannung", arising from Benn's "Doppelleben" and mani-
festing itself in both the form and the content of modern 
European poetry - an era that began in Friedrich's opinion 
with Baudelaire. However, this tension in poetry which leads 
to such contrasting extremes cannot be limited merely to 
the modern era: it is, as Gustav Rene Hocke demonstrates, 
50. Ibid., p.2004. 
51. Ibid., p.2002. 
52. Ibid., p.2030. 






an ancient and continuing trait in Man's psychological 
make-up and consequently his works of art. The artistic 
expression of this tension he terms "Manierismus", a style 
which "das IrreguUire dem Harmonischen vorzieht". 54 
According to Hacke "literarischer Manierismus" is to be 
distinguished by its formal characteristics, which are 
rich and manifold: exaggerated and embellished language or 
an absolute reduction of expression, the abstruse or the 
obvious, the arbitrary or the logical, chance or calcul-
ation - all of which may involve a measure of what Hacke 
calls "Sprach-Alchemie" or "esoterische Kombinationskunst", 
corresponding in their experimental approach to "Entstellung". 
Such facets he considers are the "asthetische Erscheinungsform 
der psychischen Struktur des problematischen Menschen", 55 the 
problems ste~ning from Man's relationship to his own self, 
to society, as well as to philosophical and religious 
traditions. Having reached this point, Hacke, unlike Benn, 
takes the necessary dialectical step and perceives in the 
contrasting elements a synthesis spurned by the former, a 
unity forged in spite of their irreconcilability: 
(Der Manierismus) sieht die Gegensatze des 
Welterfahrens auch als eine 11 absurde 11 Einheit 
des angeblich ebenso aufgespaltenen Weltgrunds. 
Und er will sie - beide Gegensatze - durch 
manieristische Klinste in einer hoheren Einheit 
sichtbar werden lassen und sie damit in ihrem 
Zwiespal t liberwinden. 56 
It is no coincidence that Hans Magnus Enzensberger appears 
in Hacke's book as "einer der erstaunlichsten Sprach-
54. Gustav Rene Hacke, Manierismus in der Literatur • 
Sprachalchemie und esoterische Kombinationskunst, 
Rowohlt, Reinbek bei Hamburg, 1959, p.301. 





Alchemisten der neuen Generation in Deutschland":~ he 
shares with all the poets considered in this s·ection not 
only a similar approach to language, but also the problem-
atic relationship to his own self and indeed to his own 
society, a relationship which finds its expression in a 
contradictory, heterogeneous, bu·t paradoxically unified 
language. Brentano's "Getheiltheit" arose from the split 
between his empiric and poetic selves, Benn's "Doppelleben" 
originated from his two differing roles in life, Brecht's 
as a result of the struggle between the private poet and 
the public agitator, and Enzensberger, similar in many 
respects to Brecht, owes his conflict to the dichotomy 
between political action and political resignation. 
If the poet has language entirely at his disposal, 
this suggests ir~1ediate advantages in scope and flexibility, 
but it can also involve certain dangers: greater poetic 
licence means more opportunities to write bad or boring 
verse; it also risks further alienation of the recipient -
the latter being a problem which the political poet in 
particular seeks to avoid. Hocke contends that the dividing-
line between effective manneristic poetry and boredom is 
extremely narrow, especially with what he calls "allzu 
halifig wiederholtem 'Verblliffen'".~ This is a problem of 
which Enzensberger himself is very much aware in his study 
of Brentano, and in fact he makes it the basis for his 
criticism of two of the poems. In the case of "Der Traum 
57. Ibid., p.38. 







der Wliste": he feels that the text loses its poetic effect-
iveness where "Entstellung" is too rashly applied: it is 
only productive within certain limits, "zwischen einem 
1 Zuwenig 1 und einem 1 Zuviel 1 11 • 59 Hhen he comes to consider 
"Aus einem kranken Herzen", however, he is much harsher, 
ending the chapter on a s-tern note of warning: 
Die Entstellung ist eine poetische Technik, deren 
Gefahren ebenso gross sind wie ihre Chancen. Wird 
sie absolut gesetzt, so gerat sie ausser Kontrolle 
und wirkt nicht mehr produktiv, sondern destruktiv; 
sie flihrt zu floskelhafter Entleerung, Verengung 
und Erstarrung, mit einem Wort, zum Selbstmord des 
Gedichts. Das Lied "Aus einem kranken Herzen" 
ist dieser Gefahr erlegen.~ 
It is unfortunate therefore that, as will be seen in the 
following pages, we can register in Enzensberger 1 s own 
work signs that occasionally he too has succmmed to such 
dangers, that in certain of his earlier poems his "Ekel" 
and "Zorn" have combined with his linguistic virtuosity 
to produce work which is repetitious and uncontrolled. 
In view of this, we might well ask ourselves whether the 
conclusion reached in "wortbildungslehre 11 does not 
represent the poetic corollary to his awareness of the 
dangers of "eritstellte Sprache". 
59. 
60. 
BP, p. 49. 
Ibid., p.62. Cf. Karl Kro•low, Aspekte zeit..-
genossischer deutscher Lyrik, List, Mlinchen, 1963, 
who comes to a similar conclusion about concrete 
poetry ("Der Wort gewordene Zufall"): "Dieser 
absolut gesetzte und sich selber liberlassene Zufall 
ist aber ein selbstmorderisch veranlagtes Wesen. 







Paradox and its concise cognate, the oxymoron, play 
a major role in poetry as figures of speech which unite 
what cannot normally be united, and are thus particularly 
well suited to the articulation of complex inner states. 61 
They also comprise a vital element in the metaphorical 
language of "Manierismus", in which "das Gegens~tzliche 
wird verbunden durch eine kunstvolle Vereinigung von 
WBrtern'',~ creating an artificial order in a chaotic 
world: 
Die Metaphorik schenkt die Scheingewissheit einer 
kunstlich harmonisierten Welt. Sie tr~gt auch 
dazu bei, gewohnte Bilder einer zu optimistischen 
Ordnungswelt zu zerstBren, jedoch auch dazu, in 
Paradoxien hBchster Kunstlichkeit eine magische 
Welt uberrelativer Zaubereinheit herzustellen. 63 
Hermann Pongs regards paradox as a "Grundelement der 
Entstellung" and as an expression of the dialectical 
principle - ndas dialektische Prinzip, das sich zum 
Paradoxen steigert, im Gegeneinanderspielen der Widerspruche"~ 
- but erroneously states that Enzensberger was unable to 
find it in Brentano's work.~ In spite of Pongs, however, 
61. Hugo Friedrich, Die Struktur der modernen Lyrik, op. 
cit., p.46. Of the oxymoron, he says: "Es ist eine 
alte Kunstfigur dichterischer Rede, geeignet, Kom-
plizierte Seelenlagen auszusprechen". 
62. Gustav Rene Hocke, Manierismus in der Literatur, op. 
cit., p.69. 
63. Ibid., p.68. 
64. Hermann Pongs, Das Bild in der Dichtung. Bd.II, 
op.cit., p.645. 
65. In BP, (p.27), Enzensberger refers to "Das sprach-
liche Mittel, ... das die Sprachglieder aus ihrer 
Dienstbarkeit befreit", calling it "das unverbundene 
Nebeneinandersetzen", and adds, "Das Paradoxon kommt 
auf Kosten der Syntax zustande". It would seem, 
therefore, that he is able to find examples of this 
literary device in Brentano's work. 
' -', 
\ .. ~' 
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who considers ''Entstellung" and all that accompanies it 
as techniques limited to modern poetry, the use of paradox 
may be found as far back as the Middle High German era, in 
Heinrich von Morungen's poem "ich h~n si flir alliu wl.p .•• ", 
for example: 
von sinen trenen wart ich nat 
unde ergluote iedoch das herze min 66 
the contrast resulting here from the juxtaposition of 
moisture and flames, two incompatible elements which in 
this case are brought together in defiance of natural laws 
in order to express the intensity of love. Paradox did 
not limit itself in earlier centuries to profane love 
poetry: it was also a useful means of voicing that most 
difficult of relationships, that between Man and God. In 
the fifth book of Andreas Gryphius's sonnets we find one 
entitled "An den heiligen Geist", which includes the lines: 
Es hitzt in mir, es hitzt ein hollisch-kaltes 
brennen. 
0 flamme! die wir Gott und lebend-machen nennen, 
0 kon1m und zlind' in mir dein schlitternd feur an! 67 
This complex image, which equates heat with both hell and. 
cold, and proceeds to contrast the fire of the first line 
with God's holy life-giving flame, provides an adequate 
representation of what cannot be depicted in realistic 
terms: the possibility of relief from inner torment ("ein 
hollisch-kaltes brennen 11 ) through mystical experience. 
This example from Gryphius contains a double oxymoron 
conjoining the contradictory terms "hollisch-kalt" and 
66. Des Minnesangs Fruhling, 131, 7/8. 
67. Andreas Gryphius, Werke. III. Bd., Wissenschaftliche 
Buchgesellschaft, Darmstadt, 1961, p.l66. 
f 
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"kaltes brennen". The paradox may, as in the instance 
quoted from Heinrich von Horungen, be presented in a self-
explana·tory, almost epigrammatic form: it does not shock 
or confuse so much as express a sentiment in a striking, 
but readily comprehensible manner. The oxymoron, however, 
possibly because of its very conciseness, often has a 
mystifying abruptness, even in cases such as the following, 
from Holderlin's poem "Heidelberg", where the oxymoron 
"Traurigfroh" is to some extent mediated by the following 
two lines: 
Und der Jlingling, der Strom, fort in die Ebne zog, 
Traurigfroh, wie das Herz, wenn es, sich selbst 
zu schon, 
Liebend unterzugehen, 
In die Fluten der Zeit sich wirft. 68 
With 20th century poets the paradox has no longer 
functioned merely as an isolated figure of speech, but has 
tended to become the central pivot on which a poem turns. 
Brecht's principle of the dialectic, for instance, 
inspired the introduction of contradictory elements, and 
consequently the paradox, ;into a poem, as in his short 
"Buckower Elegie" entitled "Die Losung", which describes 
the East German regime's scolding of the people after the 
uprising of 17th June 1953 and ends with the simple, but 
crushing, paradoxical question: "W~re es da I Nicht doch 
einfacher, die Regierung I Loste das Volk auf und I W~hlte 
ein anderes?" 69 Or, as in the case of the poem "Alle Tage" 
68. Friedrich Holderlin, Werke und Briefe 1, Insel, 
Frankfurt am Main, 1969, p.57. 





by Ingeborg Bachmann, a paradoxical situation comprises the 
basis for the whole poem which then consists of a series of 
brief descriptive paradoxes - a technique used on more than 
one occaslon by Enzensberger: 
Der Krieg wird nicht mehr erklart, 
sondern fortgesetzt. Das Unerhorte 
ist alltaglich geworden. Der Held 
bleibt den Kampfen fern. Der Schwache 
ist in die Feuerzonen gerlickt 70 
The examples of paradox so far examined consist of 
a juxtaposition of logical opposites. Hartmut r-ililler, who 
agrees that the "paradoxe Sprachfligung" is the poetic 
equivalent of the attempt to express the complex existence 
of modern man and a means of articulating what is scarcely 
graspable, 71 sees "Alogik" 72 as a more recent development 
of paradox. This involves "Disproportion und Deformation" ;3 
a mixture of categories far.more radical than the straight-
forward log·ical contrast. Karl Krolow, in his poem "Der 
Augenblick des Fensters", which describes the sudden 
opening and closing of a window, writes in this vein: 
70. 
Jemand schlittet Licht 
Aus dem Fenster. 
Die Rosen der Luft 
Bllihen auf ... 74 
Ingeborg Bachmann, Die gestundete Zeit, Piper, 
Mlinchen, 1957, p.27. 
71. Hartmut Muller, Formen moderner deutscher Lyrik, 
F. Schoningh, Paderborn, 1972, p.SO. 
72. Ibid., p.42. 
73. Ibid., p.41. 
74. Karl Krolow, Ausgewahlte Gedichte, (edition suhrkamp 





Here "Licht" takes the place of "Wasser'', "Luft" perhaps 
that of "Erde". With these lines of Krolow's,however, it 
can be seen that the paradox as a distinct figure of speech 
begins to lose its separate identity in the wider realm of 
metaphorical language. 
In Enzensberger's work paradox, in its differing 
guises, is a constant ingredient found from verteidigung 
der wolfe - "der schuldlose, will er den mord I verhindern, 
mordet selbst" 75 - to Mausoleum - "Die Vergangenhei t wird 
gerettet, gepllindert".~ It has already been established 
that such language is employed by a poet in order to impose 
unity on what is normally incompatible: in Enzensberger's 
case this incompatibility results from the discrepancy 
between the world as it should be and as it really is. To 
take elements of language out of their normal context and 
unite them forcibly with new partners, to replace a prop-
osition by its opposite in a given situation, is the poet's 
manner of registering a protest against a world which resists 
change, of providing a purely literary solution to social 
and political problems. It also provides both the formal 
expression and the temporary synthesis of warring factions 
within the poet himself. 
Herbert Heckmann, writing in 1958, recognized that 
the paradox fulfilled the function of harmonizing the out-
side world for the poet, but does not relate Enzensberger's 
use of the device to the conflict in his inner world: 
75. "lehrgedicht uber den mord", v, p.74. 







Ein kritischer Impuls bevorzugt das Paradoxon, in 
dem der Ekel vor Dingen und Ereignissen Wortehen 
stiftet, die verbinden, was in der Wirklichkeit 
entzweit ist. Im Paradoxon bildet sich das 
Unbehagen ab, an der Welt keinen Frieden in einer 
gllicklichen Synthese zu finden. 77 
171. 
Heckmann does not accompany this statement with a specific 
quotation, but one must assume that he is referring here 
in particular to lines such as "durch die wolken I 
radschlagen die prokuristen, I aus den dachluken zwitschern 
papste 11 from the poem "utopia" which depicts a never-never-
land where the 11 pillars 11 of society behave in a most 
unorthodox fashion. Oxymoron in the shape of phrases such 
as 11 gemlitliches elend" and "arme reiche, reiche arrne" 
constitutes for Paul Noack a typical facet of Enzensberger's 
"Manierismus"; 78 and the "Reihung paradoxer :Montagen 11 is 
regarded by Dieter Schlenstedt as an instance of language 
itself becoming a "wichtiger Gesellschaftsausdruck". 79 
Helmut Gutmann sees Enzensberger's application of "Der 
Kontrast 11 - which could imply paradox as well - as "zugleich 
Sehweise, Thema und strukturbildendes Prinzip"; 80 and it 
might also be legitimate to consider the technique of 
"konjunktionale Ironie" 81 which Hol thusen attributes to 
Enzensberger's poetry as, in part, a manifestation of 
paradox. This technique may be defined as "(eine) Technik 
77. Herbert Heckmann, Wandlungen der Lyrik, op.cit., p.l6. 
78. Paul Noack, Fremdbrotler von Beruf, op.cit., p.89. 
79. Dieter Schlenstedt, Unentschiedener Streit? op.cit., 
p.l23. 
80. Helmut Gutmann, Die Utopie der reinen Negation, op. 
cit., p.438. 
81. Hans Egon Holthusen, Die Zornigen, die Gesellschaft 




der ironischen Kombination von Wortern und Wortgruppen, die 
weit auseinanderliegen und ganz verschiedenen Bereichen 
der Wirklichkeit angehoren, innerhalb ein und derselben 
rhythmischen Phrase", a device which Holthusen traces to 
W.H. Auden and for which he finds a pertinent example in 
Enzensberger's "an einen mann in der trarnbahn": "gehst 
heim voller schweiss, voller alpen- I veilchen und 
windeln". 
But it is not sufficient to treat paradox, as do 
the above critics, solely as an isolated phenomenon within 
single poems of Enzensberger's: it is of even more 
significance as a structural principle in cases where it 
comprises the central germ initiating the poem and multi-
plying or expanding to dominate its whole structure. Such 
a poem is 11 sieg der weichseln", which may be included among 
those poems in verteidigung der wolfe which seem purely 
lyrical in nature: the sudden and dramatic appearance 
of cherry blossom may be compared to the advent of the 
11 taube aus weissem batist" which effects a quiet revolution 
in 11 Call it love". However, the subject of the poem, as 
indicated in the title, is to some extent deceptive, since 
it is not so much the "weichseln" which interest the poet 
as the fact of their "sieg". The poem is built around a 
fundamental paradox stemming from the trite image which 
sees the overwhelming appearance of blossom as a "victory 11 
over the rigours and bareness of winter; and by extending 
the image the poet emphasizes the "victory'' to such a 
degree that it is almost possible to forget what is in fact 
being described: direct references to the cherry blossom 
I"' 
,,_ 
limit themselves to "weiss 11 , 11 im kirschgarten" and "sie 
bli.ihen" -and perhaps, by association, "die braute", 
"angewurzelt" and "hochzeit". 
sieg der weichseln 
dass der donner zaudert, so weiss; 
die winzigen fauste geballt, zur iust 
entschlossen, stehen die braute, zornig, 
im kirschgarten weiss. dass die wolken 
vergessen, das sturmkalb zu werfen, 
so schwarz ist ihr offener round. eine wut 
ist das gllick geworden. angewurzelt 
drohen die braute. sie bllihen. furchtbar 
singen sie vor dem gewitter. predigern, 
die zum schlachthof locken, sand ins maul 
schleudern sie, wlirfeln mit druckern, 
stossen aus den asten die diebe. 
sie singen. schaffner lassen die zange fahren, 
heizer verschliren den gram, das gewolle, 
die schaufel. hochzeit schallt. 
die braute schamlos zerdrlicken die uhren. 
feuer fangen die briefe, die fahnen. 
aus schloss und angel springen die tore. 
der wind holt die zinsen. die braute 
pfeifen liber die taler. sie flirchten sich nicht. 
seufzend verbergen die metzger sich 
vor dem wilden auge der unschuld. 
173. 
The poem, which at first sight seems to be cast in 
a loose form consisting of a catalogue of brief descriptive 
facts, is in reality tightly constructed owing to the web of 
clearly defined image clusters which pervade it. These are 
first, meteorological imagery, which includes ''donner", 
"wolken", "sturmkalb", 11 gewitter", "wind 11 and "pfeifen''; 
secondly, imagery connected with violence and action, which 
confines itself principally to verbs: "die winzigen fauste 
geballt 11 , "zornig 11 , "eine wut", 11 drohen", "schleudern", 
"stossen 11 , 11 zerdrlicken", 11 feuer fangen 11 , "vor dem wilden 
aug·e"; thirdly, imagery which may be linked with butchery 
and the animal world: "sturmkalb", "schlachthof", "das 






"weiss", "die braute 11 , "predigern", 11 hochzeit" and 
uunschuld". All these images are interwoven with certain 
additional extraneous elements to produce the paradoxical 
situation in which the cherry blossom, the 11 braute", 
are victorious not only over winter, represented by the 
meteorological imagery, but also over disagreeable, aspects 
of the human world. 
The two opening sentences, which extend over the 
first six lines, are syntactically the most complex; with 
the exception of lines 9 to 12, the rest of the poem is 
made up of a series of simple sentences "eine wut I ist 
das gllick geworden. angewurzelt I drohen die braute." etc. 
which accumulate a breathless quality reflecting the 
extremely active nature of the content. The first two 
sentences are constructed in the manner of Brechtian 
"gestische Sprache 11 , with their inversion of the main and 
subordinate clauses and the strategic positioning of key 
words such as "weiss 11 and "zornig 11 , which are taken out 
of their clauses, thus breaking up the smooth flow of the 
syntax. The effect of this is to heighten the expectation 
of the reader as to what in fact has such an influence over 
meteorological phenomena: it is only at the end of each 
sentence that we discover that it is the "bdiute, zornig, I 
im kirschgarten weiss" and the blackness of their centres. 
Immediately we are confronted with the paradoxical situation 
of the mighty elements being defied by the fragile cherry-
blossom, the victory of spring over winter. But it is no 
passive occurrence: the "braute" have clenched their 










event becomes "wut" and they are threatening (''drohen"), 
despite the fact that they are "angewurzelt", rooted to the 
spot. s2 This is all then summed up in the brief climactic 
statement: "sie bllihen". 
If the poem up to this point has been concerned 
with the visual impact of the blossoming cherry-trees, it 
now turns its attention more towards the wider environment, 
leaving the straightforward, "logical" paradoxes of the 
first eight lines and entering the realms of the phantastic, 
the alogical. After a further meteorological image, 
"furchtbar I singen sie vor dem gewitter", the poem 
explodes into action: sand is flung into the mouths of 
preachers by the "braute"; they throw dice with printers, 
thereby involving themselves in an activity not usually 
associated with the meek and innocent - ganililing; they 
thrust thieves off the branches. In the following line 
the motif of singing is repeated and then the environment 
reacts of its own accord: in an anarchic manner, conductors 
abandon their ticket-clippers and stokers incinerate grief, 
which is linked with "gewolle" (the undigested matter which 
birds of prey eject in the form of pellets) ; a substance 
which like grief is of waste value. To. complete the 
process the stokers' shovels are also burnt, since they 
will no longer be required. The musical motif is continued 
82. This, as Grimm points out in Montierte Lyrik, op. 
cit., p.28, is a slight alteration of the hackneyed 
expression "wie angewurzelt". By omitting "wie", 
Enzensberger creates an instance of "Entstellung". 
176. 
with "hochzeit schallt", but this time with connotations 
of the hunt, and the orgy of destruction and self-destruction 
which ensues could indeed be said to assume some aspects 
of a hunt: clocks are smashed by the "braute", letters 
and flags catch fire and gates jump off their hinges; 
'' zinsen 11 , a symbol of the capitalist world, are carried off 
by the wind, and the 11 braute 11 , fearless, whistle up the 
valleys, having been released from their former immobility. 
The final two lines, which form a coda separate from the 
main body of the poem, emphasize the newly acquired active 
nature of the "weichseln" by placing their adversaries, the 
"metzger", in an essentially passive, defensive position. 
\ 
The last line sums up the theme of the poem in a paradox 
juxtaposing 11Wild" and "unschuld" which reflects once more 
the contradiction inherent in the title. 
11 sieg der weichseln" constitutes a particularly 
(h-' complex example of "Entstellung", not only in the funda-
mentally paradoxical situation depicted, but also in the 
fact that the poet has developed an image with its roots 
'l in hackneyed language to the point where it becomes, in a 
poetic sense, highly fruitful once again. What begins as 
a conventional nature lyric picturing the violent explosion 
of bare trees into blossom is carried in a few short lines 
into an anarchic world where many of the trappings of 
civilization - preachers, slaughter-houses, bus-conductors, 
clocks, flags, gates and even the financial sphere are 
c, 
overturned or destroyed. It is of course pure phantasy, 
in Holthusert's words "die sch8nste, die inspirierteste 
. ,-







seiner Utopien" , 83 and results from the knowledge that the 
evil of the world, represented above all in the "metzger", 
cannot be removed as radically through conventional 
channels - if at all. The poet finds a limited compensation 
for this by making the impossible possible within the 
confines of a poem. 
Such a paradoxical structure is evident by no means 
only in "sieg der weichseln": several other poems, part-
icularly in the first two volumes, show similar character-
istics; in the Gedichte 1955-1970 Enzensberger still shows 
a fondness for the paradox, but in a modified, almost 
Brechtian, dialectical form. Perhaps most similar to 
"sieg der weichseln" is "utopia", which specifically names 
the world created in the former and, in its catalogue of 
components making up a Utopia, includes both the purely 
whimsical and the plausible . "aussicht auf amortisation" 84 
postulates for a brief instant a world in which "die 
erfinder drohen bereits ganz offen, I sich auf maschinen 
zur verlangerung I statt zur verklirzung des lebens zu 
werfen", where rockets, computers and air-raid sirens would 
rust away redundant, a situation which in this poem is 
rapidly reversed and which in "doomsday", is shown to 
result in the utter helplessness of a race geared for 
nuclear destruction. Governed by the same principle is 
"blindlings", which presupposes a society in which sight 
defects are actively promoted and normal binocular vision 
83. Holthusen, op.cit., p.66. 
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proscribed, the logical consequences, amongst others, being: 
strebsame junge astronomen 
lassen sich glasaugen einsetzen 
weitblickende eltern 
unterrichten ihre kinder beizeiten 
in der fortschrittlichen kunst des schielens 
"blindlings" is more tightly constructed than "sieg der 
weichseln'', since every image relates to some aspect of 
vision or the lack of it, and, despite the phantastic 
world it conjures up, it does not share the utopian 
character of the latter. It is in a more satirical vein, 
directed against those who deliberately ignore (are "blind" 
to) the imperfections of their environment, and belongs to 
that group of Enzensberger's poems whose paradoxical 
structure is presented in such a way as to encourage the 
reader to find his own conclusion to the poem. Such poems 
have what has been termed in connection with Brecht's 
"Buckower Elegien 11 an "ausgesparte Folgerung", which 
induces a "dialektisches Mitdenken des Lesers":~ the 
omission on the part of the poet forces the reader to 
resolve the contradictory situation. In "blindlings", 
therefore, the astute reader will soon perceive that the 
social advantageousness of sight defects has been taken to 
absurd lengths in order to portray with urgency the 
political blindness rife in the world. 
Such a process is apparent in the poem which provides 
the title.. to the section in landessprache accommodating 
"blindlings", r1amely "gedicht fUr die gedichte nicht lesen". 
85. Paul Kersten, Bertolt Brechts Epigramme, Bertolt 
Brecht II, Sonderband aus der Reihe Text + Kritik, 
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If Enzensberger had had no other intention here than that of 
merely describing those who do not read poems, then the poem 
would approach the category of the "monologisches Gedicht'', 
since it appears to exclude its audience from the outset. 
In fact the poet is not content to describe a state of 
affairs, but offers the poem as a provocation to those 
whose existence is "begraben von zeitungen I und von mist 
... in den zahen geifer 1 der gremien eingenaht ... 
beschissen von blei", and alSo as a protest against the 
\ 
forces inimical to hruuanity, literacy and art. One must 
not be misled by the apparent resignation of the title. 
Perhaps the most notorious poem of Enzensberger's written 
according to such a pattern is "verteidigung der w8lfe gegen 
die lammer", a poem which, not without reason, has 
occasioned much confusion and misunderstanding.% This 
poem, with its angry denunciation of the obsequiousness 
of the 11 lambs" - in other words, the submissive and 
apathetic masses - might seem little more than a litany of 
arrogance on the part of the author, who appears to side 
with the eminently more sensible and enlightened ''wolves", 
the rulers and exploiters. But once again the poem is 
intended as a provocation, a challenge, one flung down in 
the last sentence in particular: "ihr 1 andert die welt 
nicht". It is up to the reader to make the necessary 
"dialektischen Sprung" in order to realize that so long as 
the "lambs" behave in the manner portrayed in the poem, 
86. See Gustav Zlircher, Wer verteidigt wen gegen wen? 
Ein Enzensberger-Gedicht im Unterricht, Text + 




they will continue to be exploited: in order to effect 
change, they must pass from passivity to activity. In the 
first two strophes the poet poses several questions, which, 
although he proceeds to answer them himself, are not merely 
rhetorical. They are intended to inspire the reader to 
comprehend his humiliating situation. In certain of 
Enzensberger's more recent poems a similar principle is 
in operation, but it functions in a less strident manner, 
preferring to adopt a more distant, gently ironic tone. 
"Beschluss gegen das Abenteurertum" parodies a statement 
by an unspecified communist party 87 - indicated by the 
terms "Genossen", "Zentralkomitee" and the line "Wir iiben 
Kritik und Selbstkritik" - in .which it distances itself 
from disturbances during a recent demonstration. The 
provocation is to be found in the utterance "Wir erklaren 
feierlich I dass wir keine Kleinburger sind", since the 
rest of the poem makes it quite evident that their attitude 
is indeed extremely "kleinburgerlich". Once again this 
conclusion is left to the reader to form. Such contra-
dictions have a double-edged function: they may be a means 
of jolting the recipient out of his lethargy, but they 
may also express the poet's equivocal attitude towards a 
particular situation. verteidigung der wolfe, for 
example, is both a gesture of concern for the oppressed 
of this world and one of arrogant superiority, "Beschluss 
87. It is possible that the criticism here is directed 
specifically towards the behaviour of the French 





gegen das Abenteurertum" a criticism of bureaucratic 
socialism and an expression of mild despair at the possibility 
of bringing about a socialist revolution. In the poem 
"abgelegenes haus", which we shall now consider in some 
detail, the latter aspect of paradox as the formal equivalent 
of inner ambivalence is uppermost. 
abgelegenes haus 
wenn ich erwache 
schweigt das haus. 
nur die vogel larmen. 
ich sehe aus dem fenster 
niemand. hier 
fuhrt keine strasse vorbei. 
es ist kein draht am himmel 
und kein draht in der erde, 
ruhig liegt das lebendige 
unter dem beil. 
ich setze das wasser auf. 
ich schneide mein brot. 
unruhig drucke ich 
auf den roten knopf 
des kleinen transistors. 
"karibische krise ..• w~scht 
weisser 
und weisser und weisser .•. 
einsatzbereit ••• stufe drei •.. 
that's the way I love you ••. 
montanwerte kraftig erholt ... 11 
ich nehme nicht das beil. 
ich schlage das gerat nicht 
in stiicke. 
die stimme des schreckens 
beruhigt mich, sie sagt: 
wir sind noch am leben. 
das haus schweigt. 
ich weiss nicht, wie man 
fallen stellt 
und eine a)tt macht aua 
flintstein, 
wenn die letzte schneide 
verrostet ist. 
The poem is dedicated to Gunter Eich and, as indicated 
earlier, in its title it clearly alludes to the latter's 
"Abgelegene Gehofte". Bridgwater considers the dedication 
to Eich as an expression of "general debt" 88 to the older 
poet, but the similarity in title must lead further than 
this assumption, and Siegbert Prawer rightly suspects that 
Enzensberger's poem "consciously varies and transposes the 
themes" of Eich' s. 89 Both poems share the themes of the 
88. Patrick Bridgwater, Hans Magnus Enzensberger, op.cit., 
p.251. 







breaking of an idyll and the relationship of the idyll to 
the larger events of history; but whereas history in 
Eich' s poem seems to rest in the past - "Die tveide birgt 
Alexander I Casarn der Brennesselstein ~: and "im Riibenland 
blieben am Leben I die grossen Namen der Welt" - Enzens-
berger is concerned very much with present history, as the 
fragments of radio broadcasts attest. Eich may be the 
acknowledged influence in this poem, but he is by no means 
the sole influence: ·there are also, as we shall see, un-
mistakable echoes of that grey eminence behind the post-war 
German lyric, Bertolt Brecht. Be that as it may, it is 
more profitable ·to set all such influences aside and 
consider this poem in the light of Enzensberger's personal 
experience, for this is very much a personal poem. It is 
included in the first section of blindenschrift and may be 
numbered among those poems written during his self-imposed 
exile on a Norwegian island in the early 1960's. Such poems 
meditate upon solitude and civilization, the poet's will 
to isolation and its impossibility. The result of such 
musings is a tension which in the case of "abgelegenes haus" 
achieves a resolution by means of the paradox. 
Like "sieg der weichseln", "abgelegenes haus" has a 
very simple syntactical structure, containing only two 
sentences with subordinate clauses, in the first and last 
strophes. Unlike the earlier poem, this one has a modes·t 
and unspectacular aspect, simplicity of syntax being 
reflected in simplicity of vocabulary - with the exception 
of the fourth strophe. It also lacks the dramatic opening 





weichseln", being divided into six strophes of six lines 
each. In spite of the regular arrangement of strophes, the 
poet forgoes a corresponding regular rhyme or rhythmic 
pattern. 
The first eight lines describe, in very factual 
rather than lyrical terms, what might be the beginning of 
an idyll. The poet mvak.es not to the sound of traffic or 
human activity inside the house, but to a chorus of birds, 
and is thus placed immediately at a remove from civilization. 
The impression of solitude is further established by a 
. glance out of the window, which not only reveals the 
absence of his fellow beings, but also of any street 
running past the house and of wires in the earth and sky: all 
of which imply communication, whether by car, telephone, or 
electricity generated elsewhere. An ingenious formal trick 
exploiting the enjambement arising in lines 516 and 617 
provides final confirmation of this isolation by creating 
the phrase "niemand. hier", which bridges the syntactical 
gap between the t\1>70 independent sentences "ich sehe aus 
dem fenster I niemand." and "hier I fiihrt keine strasse 
vorbei". However, the idyll established in the opening 
lines of the poem is, as Madeleine Gustafsson rightly 
maintains, ''st~ndig bedroht",~ and lines 9 and 10 confirm 
her remark: like a condemned man unaware of his impending 
execution, all living things lie "Ruhig" under the axe. 
Even this remote spot is threatened, although at this 
point the nature of the threat is not made precise. 
The third strophe enumerates three actions that are 
typical.of any suburban breakfast: putting the kettle on, 
slicing bread and turning on the radio. The radio, in 







this instance a transistor which requires no "wires in the 
earth" to make it function, is the poet's sole link with 
civilization. As if expecting bad news, he presses the 
button uneasily ("Unruhig"), a button which he is careful 
to specify as being red in colour. Having described this 
action, the poet allows the radio to speak for itself, bu·t 
only in fragments of the kind distinguished by the ear when 
a particular station is being sought with the tuning-knob. 
By doing this, the poet is able to include contrasting 
layers of language which seem to fall into two categories: 
that of a popular, commercial broadcast, indicated in the 
advertising slogan "wascht weisser und weisser und weisser" 
and the snatch of song "that's the way I love you"; 
and that of a +ather more sober news broadcast, with a 
political item of such a serious nature that it is accorded 
three fragments, "karibische krise", "einsatzbereit11 , 
"stufe drei", and an item connected with the stock market, 
"montanwerte kraftig erholt". Since this poem was written 
in the early 1960's, it seems highly likely that the 
Caribbean crisis referred to is the Cuban missile crisis 
of 1962, which contributes much towards explaining the 
poet's "Unruhe" and the significance of the red transistor 
button. It is not gratuitously red, but alludes to a 
popular notion of the command to unleash a nuclear attack: 
turning on the radio ·thus becomes a symbolic act of 
destruction, since no response would make it apparent that 
the worst had occurred. 
The news emitted by the transistor is sinister, the 








are nauseating: the poet's first impulse might well be to 
make the isolation from the civilized world absolute, to 
destroy the small transistor disturbing the peace of the 
idyll. But he does not: his peace had already been 
disturbed prior to switching on the radio and, paradoxically, 
its "stimme des schreckens" calms him. The sense of 
expectation aroused in lines 9/10 and 13 to 15 is thus 
relieved and the contrast "ruhig" .... "unruhig" is neutralized 
by "beruhigt". The.radio then not only constitutes a link 
with civilization, but also, more importantly, by the very 
fact that it still emits broadcasts, it assures him that 
civilization still exists: ''wir sind noch am leben". 91 It 
is in·teresting to note the use of the collective 11 wir" here, 
which amounts to a recognition of the poet's indissoluble 
ties with civilization. 
The final strophe returns us to the first when we 
are reminded of the fact that the house is silent. Because 
91. It is significant that other poets have employed 
this motif in order to express relief and hope in 
the face of Man's will to self-destruction. In one 
of his brief exile poems, "Der Lautsprecher", Brecht 
sees the radio as his link with a war which he is 
unable to experience at first hand: 
Mehrmals am Tage 
Here ich Lautsprecher mit den Kriegsnachrichten 
Urn mich zu vergewissern, dass ich noch in der 
Welt bin. 
(Gesamraelte Werke 9, p.758) 
~1.ore recently, Wolf Biermann in his poem, "Nachricht", 
makes a tacit comparison between the "kleinere 
Kriege", reported by the radio, and a single, 
definitive war resulting in the extinction of the 
human race: 
Den Radiomeldungen uber die neuesten Fort~ 
schritte 
der kleineren Kriege kann ich beruhigt 
entnehmen: 
Noch dauert an die Existenz der Gattung Mensch 
(i•1it Marx- und Engelszungen, Hag·enbach, Berlin, 
1968, p.44.) 








of the information that has been given in the intervening 
lines, however, silence can no longer be regarded as an 
idyllic trait. It has become instead an image of desol~ 
ation very reminiscent of that created by Brecht in "Der 
Rauch", one of his 11 Buckower Elegien": 92 
Das kleine Haus unter Baumen am See. 
Vom Dach steigt Rauch. 
Fehlte er 
Wie trostlos dann waren 
Haus, Baume und See. 
The situation is suddenly very poignant: in the midst 
of the threat felt by the poet, the presence of other 
human beings becomes necessary, not only for what we might 
call sentimental reasons, but also for a very sound practical 
reason revealed in the last four lines. Man is a prisoner 
of his technology, a technology which is not only 
responsible for the sinister and vulgar messages broadcast 
by the radio, but which also promotes his survival and 
comfort. The increased complexity of syntax encountered 
in these last few lines reflects the complex task of having 
to devise from scratch the technology for producing even 
simple implements such as traps and axes. 
"abgelegenes haus 11 moves from idyllic isolation to 
acceptance of civilization, with its disadvantages and 
advantages, but the transition is not a smooth one. To 
reach this conclusion, the poet is forced to squeeze the 
two opposing attitudes through the simple, pivotal paradox, 
"die stimme des schreckens I beruhigt mich 11 , where 
"schrecken" denotes the coarse intrusion of civilization 





and nberuhigt" the recognition of his dependence on his 
fellow beings. For all its terror, the "stirrune des 
schreckens" is still a voice; yet it is made clear that 
the poet subjects himself to it only with reluctance. 
(b) Language as Mosaic 
"Die Dichtung ist zum Hosaikspiel geworden: man 
kombiniert, montiert". 93 Wi·th these words Reinhold Grirmn 
surns up the practice of the modern poet as seen by Gottfried 
Benn, replacing· here what Benn called "Montagekunst 1194 with 
the term "Mosaikspiel". A mosaic is a picture or pattern 
made up of many separate pieces of varying colours, the 
material involved usually being glass or stone. In the 
literary sense it implies a work constructed from several 
disparate elements, with no attempt to conceal their 
disparate origins. In his prose writings Enzensberger has 
at least on two occasions used such a technique in order to 
build an integrated whole: 95 his essay collection 
93. Reinhold Grimm, _r:,lontierteLyrik, op.cit., p.34. 
94. Gottfried Benn, Doppelleben,op.cit., p.2028. 
95 See Reinhold Grimra, Bildnis Hans Magnus Enzensberger, 
op.cit. Gri~~'s coiT~ents on Enzensberger's essays 
include the following: 
11 Was sie gemeinsam haben und dem Leser 
verrnitteln, ist ja offensichtlich, sei es im 
Wortsinn oder im Ubertragenen Sinne, die 
Vorstellung eines exemplarischen Bildes 
oder r-losaiks. !I (p .145) 
"Was zunachst auf den Einzelessay zutrifft, 
trifft auch auf die Essaysammlung zu. Sie er-
weist sich ebenfalls als ein aus Mosaiksteinen, 
klirzeren Stlicken oder eben 'Einzelheiten' zu-
sarrmengesetztes Bild, das Anspruch auf exem-







Einzelheiten I, subtitled 11Bewusstseins-Industrie", 
reveals the existence of such an industry by the detailed 
examination of a selection of its widely differing 
components, amongst others a national daily newspaper, a 
mail-order firm's catalogue, the tourist business; 96 in his 
so-called 11 novel 11 Der kurze Sommer der Anarchie, his mosaic 
pieces are interviews, newspaper reports, pamphlets, letters, 
posters, which are selected and assembled by the author in 
order to create a 11 fictitious 1197 portrait of the Spanish 
anarchist Buenaventura Durruti. In the poetry the mosa.ic 
pieces comprise the heterogeneous and often conflicting 
levels of language which are combined and arranged to form 
a poem. Following the advice of Gottfried Benn, Enzens-
berger exploits the full range of language, including areas 
not normally associated with poetry. Thus we find conven-
tional poetic language of the lyrical or elegiac modes along 
with direct or parodied quotations, proverbs, cliche idioms, 
slang, obscenities, scientific, commercial and political 
jargon, and fragments of foreign languages. 98 And we know 
96. 
97. 
Journalismus als Eiertanz. Beschreibung einer All-
gemeinen Zeitung fiir Deutschland, EI, pp.l8-73; Das 
Plebiszit der Verbraucher, pp.l67-178; Eine Theorie 
des Tourismus, pp.l79-205. 
Enzensberger considers that he fulfils the function of 
"Nacherz~hler 11 in this 11 novel 11 : 11 Der Nacherz~hler hat 
weggelassen, libersetzt, geschnitten und montiert und 
in das Ensemble der Fiktionen, die er fand, seine ei-
gene Fiktion eingebracht, mit voller Absicht und viel-
leicht auch wider Willen. 11 (Der kurze Sommer der 
Anarchie, op.cit., p.l5). 
98. An extensive list of types of language employed by 
Enzensberger, with numerous examples drawn from ver-
teidigung der wolfe, may be found in Grirom's Montierte 
Lyrik. Shorter lists are given by Walter Jens in 
Paukenschlag und Kantilene, Die Zeit, 5.8.1960; and 
by Gerd Muller in Die Wandlung Hans Magnus Enzens-





from "Die Entstehung eines Gedichts 11 that he does not draw 
his language randomly from such sources, but in a conscious 
and deliberate fashion, constructing webs of imagery with 
the aid of extensive word-lists. 99 
If Reinhold Grimm is responsible for revealing the 
workings of the mosaic principle of Enzensberger's work, it 
is Gotthart Wunberg who recognizes in this technique a 
formal expression of the content: 
Die Gedichte sind durchaus politisch zu 
verstehen. Die Sprache, die sie sprechen 
(und auch wohl lehren) , ist typisch fur 
ihren Inhalt. In ihr zeigt sich formal das 
gleiche, was die Gedichte auch zum Inhalt 
haben: das Getrennte, das Antithetische, 
die innere Zerri<:3senhei t. 100 
99. GEnt, pp.74 and 76. 
100. Gotthart Wunberg, Landessprache. Zu den politischen 
Gedichten von Hans Magnus Enzensberger, op.cit., p.41. 
That the language itself may be seen as a microcosm 
of the world of which Enzensberger is so critical, 
has been remarked upon by critics other than Wunberg. 
Rudolf Hartung maintains that Enzensberger uses the 
materials of his enemy - their language - in order 
to be able to criticize them on their own terms: 
"Enzensberger bedient sich der Sprache jener, denen 
sein Abscheu gilt, urn den Gehassten die Sprachfetzen 
urn die Ohren zu schlagen". (Zorn als Landessprache, 
op.cit., p.827). Werner Stapelfeld regards the de-
humanized language in the poem "schaum11 as an expres-
sion of a dehumanized society: 11 Der Zynismus des 
Jargons, die Pervertierung der Frage bedingt die Ent-
humanisierung der Sprache. Sie ihrerseits ist eine 
radikale Abwertung und Verurteilung der Gesellschaft, 
a us der sie stammt. n (Hans ~,1agnus Enzensberger: 
"landessprache", op.cit., p.98). More recently, 
Nichael T. Buckley has directed his comments towards 
the specific technique of "Entstellung 11 : 
..• it will be seen that the technique of 
"Entstellung 11 , together with ·the ambiguity 
which results from its employment, serves 
not just as a demonstration of the sovereignty 
of the lyrical subject, but also as a basic 
structural principle in statements about con--
temporary sociopolitical states of affairs. 
(Art is not Enough, op.cit., pp.57-58). 
None of these three writers, however, links the 








Restricting his conclusions to the volume landessprache, 
Wunberg demonstrates that Enzensberger's use of the 
"parodiertes Zitat" in particular reflects the inner division 
which existed in the Federal Republic of Germany in 1960 
and which possibly still exists. Quotation is interpreted 
by Wunberg in its widest sense, covering any language that 
might be described as "pre-:coined", ranging from its most 
obvious form, the literary quotation, to the advertising 
jingle. This involves to a certain extent what Hans Mayer 
has characterized as one of the principal features of 
modern poetry, namely "Dichtung mit Hilfe vorgepdigter 
Dichtung", 101 that is, basing much of the poetic process on 
earlier works of literature; but Enzensberger is not 
interested in limiting himself to the world of literature: 
his concern is to encompass as extensive a field of 
experience as possible within the confined space of a poem, 
and to achieve this, the literary quotation becomes only 
one of many differing levels of language. In the poem such 
diverse elements are placed in an unusual context: they 
are juxtaposed without warning, a process which Wunberg 
calls 11 Unvermi ttel te Zusammenstellung", 102 and thus enter a 
state of "Entstellung 11 very similar to that engendered by 
the paradox. Such juxtaposition provokes, according to 
Wunberg, what may be regarded as a dialectical tension 
between the old, represented by traditional poetic language, 
101. 
102. 
Hans Mayer, Sprechen und Verstummen der Dichter, 
op.cit., p.87. 
Wunberg, Landessprache. Zu den politischen Gedich-
ten von Hans Magnus Enzensberger, op.cit., p.43. 
.. , 
191. 
which includes literary quotation, and the new, represented 
by technical jargon and slang. The result is a poem which 
reflects a world at odds with itself, a world in which 
persisting old-fashioned values cannot be reconciled with 
technological progress. Unfortunately, there is one impor-
tant reservation to be made about Wunberg's conclusions: 
he limits his interpret~tion of the "Zerrissenheit" 
discovered in landessprache to a specific political situation, 
rather than applying it as well to the divided nature of the 
poet's mind. It is perfectly legitimate to read the poem as 
a commentary of the "innere und aussere Zerrissenheit des 
Nachkriegsmenschen",w3 but since one of Enzensberger's 
recurring themes has been his own inner conflict and since 
language as mosaic is a more or less constant feature of his 
poetry, one must relate his treacraent of language to his 
personal situation as well. Nevertheless, Wunberg's work 
provides us with an indispensable working principle, however 
we may care to interpret it: a principle of tension and 
dividedness working within the language itself. 
The mosaic character of Enzensberger's poetryis 
most clearly marked in his two earliest volumes, reaching 
its extreme possibly in the three long poems "landessprache", 
"schaum" and "gewimmer und firmament". In his subsequent 
work it appears as a technique mobilized not as a matter 
of course, but as the occasion demands. The blindenschrift 
poems, for example, with their clarity and economy, their 
elementary nature, exclude on the whole a baroque use of 
103. Wunberg, Die Funktion des Zitats in den politischen 








language; the new poems in the volume Gedichte 1955-1970 
either continue in the same vein or employ contrasting 
specialized types of language not within individual poems, 
but from poem to poem. Thus we find in the poem "Vorschlag 
zur Strafrechtsreform" 10'+ a montage composed exclusively of 
elements extracted from the "Strafgesetzbuch", and in 
"Berliner .M.odell 1967" computer jargon, which is linked by 
means of the title with political jargon and political 
manipulation. 105 Another poem in the same volume, "Sommer-
gedicht", 106 makes extensive use of literary and non-literary 
quotations - from Lao Tse and Petrarch through Wieland to 
Lenin, Mao Tse Tung, the Deutsche Bank AG and Marilyn 
Monroe - but arranges them in an "open" form, in which the 
same quotation might appear in several different contexts. 
According to Enzensberger, "open" poems are "net-like 
constructions with which new experiences can be caught again 
and again". 107 To achieve t:Q.is the sentences in "Sommer-
gedicht" are broken up in such a manner that they may be 





Kannst du mir helfen 
ruft meine Fra1,1 
"I just hate to be a thing" (Marilyn Monroe) 
aus dem Badezimmer 
§_, p.l43. 
In several of the poems originating in this period, 
including the two mentioned above, Buckley sees "a 
relationship •.. to Enzensberger's use of documentary 
material in non-lyrical genres". (Op.cit., p.316.) 
§_, p.l05. 
Hans Magnus Enzensberger, Selected Poems, translated 
by Michael Hamburger, Jerome Rothenberg and the 
author, op.cit., p.89. Enzensberger's comments on 
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193. 
This may be regarded as the ultimate literary 11 ~-iosaikspiel", 
since the reader is at liberty to assemble according to his 
own whim the pieces supplied by the poet. In Mausoleum the 
language levels alternate principally between the voice of 
the poet and the sometimes lengthy quotations which he 
inserts. Because of the amount of detail which he includes 
in these so-called "ballads", various sources of language 
are drawn on; however, their juxtaposition is mediated 
somewhat by the narrative line, the poet's fondness for 
anachronism being perhaps the principal "shock" contrast, 
as in the following stanza from "G.E.H. (1809-1891) 11 : 108 
Grandeur auf Pump, Arbeitsbeschaffung, Defizit-
Finanzierung. 
Wunder geschehen aus Eisen und Glas, Makler masten 
sich, 
Schmiergelder gehen um. Die Fixer der Hochfinanz 
setzen Kreditspritzen. Die Einsatze werden verdoppelt, 
es schaumt der Boom, va banque - die Letzten beissen 
die Hunde. 
By employing modern commercial jargon Enzensberger indicates 
here that in his reorganization of Paris Baron Haussmann was, 
if only unwittingly so, partly responsible for the establish-
ment of the world that such language now represents. 
The principal consequence of language as mosaic is 
its shock effect, the fact that differing types of language 
are mixed and set side by side with unexpected results. One 
particular poem in verteidigung der wolfe shows that Enzens-
berger at this early stage was fully aware that the varieties 
of language he often favoured were hardly consistent with 
more traditional categories of poetic language. "goldener 






schni ttmusterbogen zur poetischen wiederaufriistung" 109 lists 
in an ironical fashion what is and what is not regarded as 
appropriate matter for treatment in a poem: 
abschussrampen, armeebischofe, security risks 
leider: vokabeln ohne aroma, keine-S\A?egs holzfrei, 
kaum zum goldschaum der kantilene zu schlagen, 
kaum fiir trobadore geeignet. 
asphodelen 
veillieber, mohn und metaphysik, auch urin 
und gebarmutterkrebs sind eher noch erlaubt, 
wenn schon moderne, verzicht auf belcanto, 
als abendlandischer mull, globkes dossiers, 
mord feixend gefilmt, sicherheitshauptamter 
einst und jetzt 
And as if to emphasize the point he mixes military termin-
ology (line 1), conventional lyrical imagery (lines 3/4), 
the language of advertising (line 2), the ugly (lines 5/6) 
and "Fremdworter" (lines 1, 4 and 7). Also to be found in 
this poem are the names of places and personages (globke, 
dante, hilde benjamin, guatemala und ungarn), brand names 
(campari), and a parody of the final line of Holderlin's 
nAndenken" (stiftet lieber, was bleibet: die dummheit). 
Here Enzensberger is being deliberately provocative, 
trying to promote a poetry that deals with contemporary 
political issues in a correspondingly contemporary, and 
therefore diverse language; and the rapid switches of 
level are consequently more extreme than might otherwise 
be the case. However, "goldener schnittmusterbogen ••. " 
does bring to our notice a danger inherent in such writing 
frorro which Enzensberger has not always been able to escape? 
particularly in his longer poems nschaum" and "gewimmer und 
firmament". In such instances the mere technique of 






assembling as wide a spectrum of language as possible 
threatens to take over the poem: words and phrases become 
mere building-blocks forced together with an abrupt, almost 
journalistic slickness. It is a case of Enzensberger himself 
succumbing to one of the dangers of "Entstellung" warned 
again~t in his treatise on Brentano. The consequence may 
be that a "synthetic" voice comprising the many varieties 
of "pre-coined" language, functions as a screen obscuring 
to an excessive degree the poet's own emotional reactions 
to a given situation. 
That Enzensberger employs extraneous modes of 
language in order to maintain a critical distance from the 
subject-matter may be demonstrated in the three poems 
"aschermi ttwoch", 110 "isotop" and "purgatorio". 1u Each 
appears in a different volume: the first two, from vertei-
digung der wolfe and landessprache respectively, may be 
expected to adopt the technique under discussion here; but 
"purgatorio" is to be found in blindenschrift, the volume 
in which the poet resorts less frequently to the disguise 
offered by the multiplicity of language and speaks with a 
spare, one-dimensional voice. 'I'he three poems are linked 
not only in technique, but also in theme and in choice of 
language: they describe an apocalyptic vision and, as the 
titles of "aschermittwoch" and "purgatorio" intimate, this 
vision is expressed partially in sacred terms. The 
prospect of an apocalypse is a matter which deeply concerned 
Enzensberger in the period during which these poems 













concern: the section in landessprache entitled 11 gedicht fiir 
die gedichte nicht lesen" contains several poems with a 
similar bent- "spur der zukunft", "das ende der eulen 11 , 
"an alle fernsprechteilnehmer" - poems which culminate in 
the "ode an niemand"; and in blindenschrift the poems 
11 abgelegenes haus" and "weiterung" show a continuing 
preoccupation with this subject, a preoccupation considered 
by Schlenstedt to be a "Koketterie mit der Katastrophe 11 • 112 
The apocalypse which Enzensberger envisages is of course 
the extinction of life following a nuclear holocaust or 
nuclear pollution - an eventuality hinted at by the title 
of "isotop". Of equal interest, however, is the fact that 
he chooses what might be termed loosely "religious jargon", 
in order to picture this event. The reason is not hard 
to elicit. The notion of an apocalypse, as prophesied in 
the Revelation of St John the Divine in the New Testament, 
is fundamental to the Christian faith, and the connection 
between this and a global destruction initiated by Man is 
an obvious one to make. But just as the threat of a nuclear 
catastrophe is not limited to the three poems in question, 
neither is Enzensberger's use of religious terminology. 
Excluding those poems in which he evolves his own private 
religious terminology, such as "call it love" and "misogynie", 
where purity and whiteness take on an almost mystical 
quality, and those in landessprache with the essentially 
negative "niemand" figure and the unresponding "firmament", 
there are others in which conventional religious elements 
112. Dieter Schlenstedt, Die schwierige Arbeit des Hans 






appear, if only in a distorted ("entstellt") fashion. In 
11 la forza del destino 11 , for example, the poet links a halo 
with rust-free tin ("die gloriole der feigheit aus rost-
freiem blech") and prayers with ball-bearings and turbines 
("kugellager I lindern den lauf der gebets-turbinen"); in 
''landess.prache 11 he parodies words from the gospel according 
to St Matthew when he quotes the phrase "hier ist gut sein" 
out of context and adds to the exhortation "hier lasst uns 
hlitten bauen" the line "auf diesen arischen schrotthaufen";u3 
and in the poem "blindenschrift" he gives the Biblical 
story of Belshazzar's feast a setting in the electronic age. 
It is language of this nature which is common to "ascher-
mittwoch", nisotop 11 and "purgatorio 11 • Its function is to 
emphasize the archetypal aspects of the nuclear threat, 
while at the same time keeping the poem firmly anchored in 
the contemporary world. It also objectifies and neutralizes 
to a greater or lesser extent the potentially elegiac tone 
of the poem. Enzensberger is not prepared to accept the 
resigned tone of the elegy and feels it necessary to 
provide, by means of a mixture of language levels, a 
provocative element which might shock the reader into 
greater awareness. In doing so he runs the risk of exposing 
his grave message to the harmlessness of literary gimmickry, 
one of the major problems with which he has had to contend 
during his career - a situation well summed up by Dietrich 
Steinbach: 
113. Cf. Matth. 17,4: "Petrus aber antwortet und sprach 
zu Jhesu I Herr I Hie ist gut sein I Wiltu I so 
wollen wir drey Hlitten machen I Dir eine I Mosi einel 
und Elias eine". 




So enthalten Enzensbergers asthetische Intelligenz 
und artistische Meisterschaft die Gefahr der allzu 
leichten Hand und eines elitaren Formalismus, der 
die ei1twickel te li terarische Technik in Routine und 
Schablone erstarren lasst, so dass ihre politischen 
Inhalte sich verbrauchen und in der sich entsprechend 
einschleifenden Rezeptionsroutine wirkungslos werden. 114 
Of the three poems, 11 aschermittwoch 11 is perhaps the 
most esoteric because of the use it makes of Church Latin. 
Although it makes clear divisions between the differing 
modes of language, it manages at the same time to maintain 
the shock effect of contrast: 
114. 
aschermittwoch 
privilegierte feria maior. farbe: violett 
I 
immutemur habitu in cinere et cilicio 
suche beim gehen und stehen festen halt 
II 
auf einer erde die blut und regen sauft 
in einer luft die alle wimpern versengt 
unter himmeln von denen asche rieselt 
im steinschlag keuchender stadte 
nehmen die manner skalpell oder presslufthammer 
zur hand 
huren ein wenig oder zuchten karnickel 
trinken noch einen martini: 
aus. 
keiner kommt wieder. 
ieiunemus et ploremus ante dominum 
das auf- und abspringen wahrend der fahrt ist 
verboten 
inmitten von steppen die fluche brullen 
auf einem meer das schrecklich tanzt 
unter einer sonne die durst speit 
im eisgeruch lippenloser gebirge 
nehmen die frauen staubtucher oder kronen zur hand 
gebaren kinder oder schreiben novellen 
wahlen noch ein parfum: 
aus. 
keine kommt wieder. 
III 
domine in adiutorium meum intende 
nicht mit dem wagenfuhrer sprechen 




keiner kommt wieder. 
Dietrich Steinbach, Hans Magnus Enzensberger - Zur 
Rezeption und Wirkung seines Werkes, op.cit., p.47. 
199. 
The very title and subtitle provide us with immediate clues 
as to the source of three of the four Latin quotations in 
the poem. Ash Wednesday is a major day of religious obser-
vance ("feria maior"), marking the beginning of Lent, the 
time of year when the clergy wear the colour violet (farbe: 
violett) . It may be deduced therefore that the poet is 
quoting from the corresponding Roman Catholic liturgy for 
Ash Wednesday. On this day a certain section of the second 
chapter of the book Joel (verses 12-17) comprises one of 
the antiphons. This includes the words "Immutemur habitu in 
cinere at cilicio" ("We shall change our clothing into 
sackcloth and ashes")'· "Ieiunemus et ploremus ante dominum" 
("We shall fast and weep before the Lord") and "parce populo 
tuo" ("spare thy people"). The remaining line "Domine in 
adiutorium meum intende" does not relate to the service for 
Ash Wednesday, but forms instead the first line of the 
'-• 70th Psalm, perhaps slightly misquoted by Enzensberger, 
who substitutes "Domine" for 11 Deus": 
Deus, in adiutorium meum intende: 
Domine, ad adiuvandum me festina 
>' 
This may be freely translated into English as 11 God, make 
haste to help me: Lord, make haste to help me". This 
psalm is part of the service for Rogation Days: the 
significance of its first line as employed in "aschermitt-
woch" is made clearer when the function of Rogation Days 
is taken into account. Rogation implies supplication; 
the object of rogation supplications is to appease the anger 
of God and avert the scourges of His justice, and to pray 
-~ 





for the harvest.u5 A second specialized type of language 
is to be found in the public transport terminology,"suche 
beim gehen und stehen festen halt", "das auf- und abspringen 
wahrend der fahrt ist verboten", "nicht mit dem wagenfiihrer 
sprechen" and "alles aussteigen". These expressions are 
either to be seen on notices in buses or trams, or, in the 
case of "alles aussteigen", are spoken by the driver or 
conductor. A third level is evident only in the first two 
strophes, consisting of the third to seventh lines, and 
pictures the elements, "Erde", "Luft", "Himmel", "Meer" and 
"Sonne", in a chaotic destructive state. The final level 
reflects in contrast the civilized world and is likewise 
present only in strophes one and two, comprising lines eight 
to ten: this is a world of technology ("skalpell oder 
presslufthammer") and elegant living ("martini", "parfum"), 
subject nonetheless to biological drives and functions 
("huren ein wenig", "gebaren kinder") - in strophe one 
representing the male, in strophe two the female sex, which 
are combined in the final strophe in the phrase "alles 
aussteigen". 
Having established the four contrasting areas of 
language, it is now possible to consider their relationships 
to each other and thereby discover the motivation for the 
poem. A starting-point might be that line from Psalm 70, 
a. psalm to be sung in order to avert the wrath of God. This 
115. In his series of lectures entitled The Poet's Tongues: 
Multilingualism in Literature (University of Otago Press, 
Duned1n, 1970), Leonard Forster provides an explanation 
as to why a poet should choose to express himself in a 
foreign tongue, as Enzensberger does with these frag-
ments of Latin in "aschermittwoch". In the first place, 
foreign languages have a "revivifying"effect , .. bring-
ing faded thoughts to life" (p.3): secondly, "diff-





line is followed after a gap of one line by the plea "parce 
populo tuo". One may therefore conclude that the poet is 
concerned about some impending or even present catastrophe. 
Further clues in the poem give us some hint as to the 
nature of this catastrophe, the most prominent being that 
announced in the title, "aschermittwoch 11 , where it is not 
so much the Christian significance which is of interest, 
but the new meaning which Enzensberger attaches to it. To 
the Christian, ashes (and. sackcloth) signify remorse and 
atonement; but they are also traditionally associated with 
mourning and death. This latter association is to be found 
in several of Enzensberger's earlier poems. In "geburtstags-
brief", a poem which describes a decaying body, it is used 
in the simile "wie asche langsam I zieht der pilz die 
faden im gehirn 11 ; 116 in "landessprache" he actually uses 
the phrase 11 in asche und sack" to emphasize the lamenting 
character of the poem; and in "die scheintoten" 117 he asks 
the question "wer kammt die asche aus ihrem haar ... ?" In 
certain other poems, however, 11 aschermittwoch" among them, 
"asche 11 relates to an occurrence much more sinister than 
death from natural causes or even in concentration camps: 
"spur der zukunft" expresses the compulsion in the poet 
to follow the trail of the future "nach unsrer eigenen 
asche", and then all but states openly the cause for his 





cer·tain definite purposes, analogous to the different 
stylistic levels within any one language'' (p.7). In 
Enzensberger's poem the Latin lends a new solemnity 
and awe to a situation which may have lost much of 










zunirnmt", which clearly depicts a nuclear explosion and its 
after-effects. This conclusion is reinforced by the fact 
that "spur der zukunft" is one of the 11 gedichte flir die 
gedichte nicht lesen", many of which are concerned with 
nuclear proliferation. It is this variety of ash that is 
intended in the title of "aschermittwoch", the image 
reappearing in the line "unter hirnmeln von denen asche 
rieselt 11 , an image which, fittingly, is numbered amongst· 
those portraying destruction and chaos. It seems reason-
able therefore to interpret this poem as a warning of 
imminent doom. However, two major questions remain to be 
answered: how do, first, the public transport terminology, 
and secondly, the picture of everyday life, indicated in 
the fourth language level, fit into such an interpretation? 
Public transport suggests two things in the context of 
this poem: in ''l.e first place it implies a journey, not an 
ordinary journey, but one shared by everyone and from which 
no one returns ("aus. I keiner kornmt wieder"); secondly, 
for those involved, with the possible exception of the 
driver, travelling by public transport is an essentially 
passive activity, one is transported from one place to 
another. Such passivity gives us immediate assistance in 
answering our second question, for passivity in the face of 
exploitation and catastrophe is, as we are aware from poems 
such as 11 Verteidigung der wolfe", one of the root causes 
of Enzensberger's proverbial anger. Here he is expressing 
his amazement that the normal activities of life are calmly 
pursued despite the proximity of disaster. A final ironic 





"do:raine in adiutorium meum intende" and the warning "nicht 
mit dem wagenflihrer sprechen": the rules and regulations of 
society, as exemplified by the latter, have muzzled humanity 
to the extent that even the possibility of communication 
with the Creator is denied. The poem ends, before the 
refrain "keiner kommt wieder" with a poetic reduction 
"alles aussteigen I aussteigen I aus", which poignantly 
mirrors in visual terms the annihilation prophesied by the 
poet. 
Although in "aschermittwoch" Enzensberger employs 
several clashing modes of language, he is able to prevent 
the poem from slipping into mere flippancy by a methodical 
orchestration of all the varying components. While he 
distinctly separates each component, they are linked 
sufficiently to avoid giving the poem a disjointed character. 
The controlled outer shape of the poem allows a single 
authoritativevoice to emerge from the totality of language 
levels. 
In "isotop" Enzensberger does not distinctly 
separate his components and yields to the temptation of 
minimizing a serious situation by making it comical: 
isotop 
reffen wir ruhig die regenschirme! 
die nachste sintflut wird seicht sein. 
das alte verfahren, majore und kuhe 
auf hochspannungsmasten, der allgemeine 
andrang zum ararat, zu den alpenvereinen, 
das inlett plotzlich geplatzt, panik · 
unter den klempnern und pampige tauben 
mit oder ohne olzweig, das alles 
hat sich nicht recht bewahrt: immer 
dieselben gerechten entstiegen der arche 
und begaben, den wasserleichen zum hohn, 
wandelCUlleihen und papste al pari. 
. ' 




heute sind im ural und in arizona 
nobelpreistrager in rudeln dabei, 
den wirkungsgrad zu verbessern, 
urn die knochel der damen zu schonen. 
zuversicht herrscht in den labors, 
aus den tlirritzen dringt ein tau, 
ein ausschlag, feucht und human, 
bomben-, tod- und betriebssicher, fett, 
ein heiserer hauchdlinner schweiss. 
vorbei ist die zeit der versuche, 
aus den poren der welt kriecht langst 
eine dlirre flut, und wir ersaufen, 
diszipliniert vor den fahrkartenschaltern 
kniend in kuckucksuhren und jod. 
204. 
The image of the Flood ("sintflut"), upon which the 
poem is based, is one of considerable complexity. Its 
original biblical meaning has been extended in conventional 
usage to signify any large-scale catastrophe, and it is 
primarily in this hackneyed sense that "sintflut" is 
employed here. However, the poet is able to bestow on it 
new meaning by reinvesting the hackneyed with its biblical 
content, whilst at the same time retaining it within a 
contemporary context. Not satisfied with this, Enzensberger 
also adds another dimension to the biblical usage, for by 
postulating "die nachste sintflut 11 he is implying that the 
covenant, established by God as a guarantee that no further 
Floods would be inflicted on mankind (Genesis 9, 10-17), will 
be broken. We realize only as the poem unfolds that it is 
Man, not God, who is the architect of the imminent 
catastrophe. 
Most of the comical content is encountered in the 
first strophe, and arises from the grotesque depiction of 
a bib-lical situation in 20th century terms: "majore und 
klihe I auf hochspannungsmasten, der allgemeine I andrang zum 





klempnern und pampige tauben I mit oder ohne olzweig " 
- all possible, but at the same time humorous consequences 
of a melting of the polar icecaps, for example. However, 
it is far from a repeat of the biblical situation. In the 
first two lines the reader is informed that "die nachste 
sintflut" will be "shallow" ("seicht") and that umbrellas 
will not be required; and in the last four it is made 
plain that previous floods were not effective in purging 
humanity of its less appealing facets - represented here by 
"wandelanleihen und papste al pari", aspects of the 
commercial and institutional world. The traditional 
attributes of the Flood, ark, Ararat, dove and olive-branch, 
are presented in the company of indisputably modern items 
such as high-tension masts and plumbers, but the vision is 
simultaneously withdrawn by a "frame", which prepares for 
the exposition of the nature of the "next Flood". 
From the beginning of the second strophe onwards the 
grotesque humour engendered by the mixing of biblical and 
contemporary elements is abandoned,although both the line 
"vorbei ist die zeit der versuche" and the present 
participle "kniend" do maintain to some extent the biblical 
or sacred flavour - the former referring not only to 
scientific experiments devised by Man, but also to God's 
attempts to fashion satisfactory beings in his own image. 
The second and third strophes proceed to identify the 
source of the "next Flood", but do not name it directly, 
preferring instead to use a more circuitous route similar 
to that applied in "an alle fernsprechteilnehmern, with 
its mysterious substance referred to only as "etwas". Here 
'I 
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2 0 6. 
hints are provided in "ural" and "arizona", "nobelpreist-
r§ger", "labors", "versache" and "jed": these hints, 
coupled with a warning of impending disaster, can imply 
only the spread of radioactivity. The title "isotop", with 
its special significance for nuclear research, confirms 
this. 
Despite the fact that the image of the Flood loses 
its dominance after the first strophe, traces of it may 
still be found in the second strophe in words relating 
to moisture- "tau11 , "feucht", and, more remotely, "schweiss" 
- and in the third strophe, although it is restored, it 
assumes new dimensions: it is no longer merely "shallow", 
it is "eine dlirre flut", creeping out of the pores of the 
world with peculiar drowning properties of its ovm. Echoes 
of the passivity alluded to in "aschermittW('Ch" are to be 
found in the penultimate line, "diszipliniert vor den 
fahrkartenschaltern", and the concluding vision in this 
poem is as calamitous as that in the preceding one. 
However, on two counts at least it fails to equal the 
latter's achievement: firstly, the comical translation of 
the Flood into the contemporary world, whilst showing 
considerable wit, detracts from the overall gravity of the 
vision that the poet is attempting to convey; secondly, 
as if aware of this, he alters the character of the 
language from sharply contrasting modes to a more serious, 
one-dimensional and explicit expression, lacking the poetic 
inventiveness of the first s.trophe. "isotop" demonstrates 
clearly the extremely delicate nature of applying 
successfully language in a mosaic form. 
,",JI 





In the third poem on the theme of global destruction 
employing sacred motifs, Enzensberger chooses the concept of 
Purgatory to picture a transitional stage after the un-
leashing of the holocaust: 
purgatorio 
wehe die erde ist winzig auf den broschliren 
zur snackbar watscheln entwicklungshelfer 
eingewickelt in reiseschecks 
die quarantaneflagge ist aufgezogen 
mrr albert schweitzer 
wird zur transit-auskunft gebeten 
ausgebuchte buchhalter rudern 
durch glaserne korridore 
zum jlingsten gericht 
letzter abruf nach nagasaki 
herr adolf eichmann 
wird zur transit-auskunft gebeten 
die welt ist wegen nebels geschlossen 
auf tretrollern fahren braute vor 
in wehenden totenhemden 
iliemaschine ist startbereit 
monsieur godot 
wird zur transit-auskunft gebeten 
ausgang b position zweiunddreissig 
die nylonstimme ruft weh liber uns 
leichenzlige fluten fiber die pisten 
in der dunkelheit flanrnen sirenen 
The poem, consisting of four stanzas of four lines and 
three two-line refrains, has a strictness of form comparable 
to 11 aschermittwoch", but in its use of language it has much 
in common with both the earlier poems. Although the term 
Purgatory appears only in the title and does not seem 
openly elaborated in the poem itself, its significance becomes 
clearer when one examines the language. It has to do in the 
first instance with travel and more specifically with air 









"reiseschecks", "quarant~neflagge", "ausgebucht", "gl~serne 
korridore", "letzter abruf", "wegen nebels geschlossen", 
"die maschine ist startbereit", "ausgang b position zweiund-
dreissig", 11 die nylonstimme", "die piste 11 • £.'lost of this 
language requires no further explanation, but since Enzens-
berger draws on associated areas of the travel world, some 
do not appear to fit imrnediately into context. "broschliren" 
suggests the glossy pamphlets issued by airlines and travel 
agencies; "entwicklungshelfer", whom Enzensberger mis-
chievously describes as being "eingewickelt in reiseschecks", 1w 
are frequent air travellers; snackbars and glass corridors 
are to be found at all modern airports; "nylonstimme" is an 
ingenious compression which may be compared to "mani typisti n" 
in the poem "bildzeitung" - "nylon-" here applies not only to 
the synthetic nature of the voice in the public-address 
system, it also conjures up the image of an immaculately 
groomed stewardess; and "quarantaneflagge", a somewhat out-
of-place nautical term, may be linked with the health 
requirements of international travel. The second complex 
of language concerns death and destruction: "wehe die erde 
ist winzig 11 , "zum jlingsten gericht", 11 nagasaki", "die welt 
ist wegen nebels geschlossen", "in wehenden totenhemden", 
"leichenzlige", "in der dunkelheit flammen sirenen". The 
118. An image which may be related to Enzensberger's very 
sceptical attitude towards Western "development" of 
underdeveloped nations. As he points out in the 
sssay "Europaische Peripherie'' (D, pp.l52-176): "Devel-
opment heisst nicht nur Entwicklung, sondern auch 
Erschliessung oder Nutzbarmachung". (p.l58). The in-
ference in this statement is that Western economic 
interests are the motivating force for the mobiliz-
ation of development experts. The identical root 
shared by "Entwicklung" and "eingewickelt" strengthens 







smallness of the earth could be taken as an expression of 
the shrinking of the globe due to jet travel, but it also 
reflects its finite naturei "zum jlingsten gericht", closely 
followed by "nagasaki", suggests an end to the world in a 
nuclear war; "die welt ist wegen nebels geschlossen" is a 
good example of "Entstellung" by substitution, where "die 
welt" would normally by "der flughafen"; "in wehenden toten-
hemden" is self-explanatory, but it would seem that the 
verb "wehen" here is a puh connected with the expression of 
lamentation 11 Weh(e)" found in lines one and twenty; and 
finally, "sirenen 11 are always associated with accidents and 
disasters. The two areas of language are, as in "isotop", 
thoroughly mixed, but throughout the poem, not confined to 
one particular part. The question now arises as to how they 
are linked. The answer is to be found in the refrain, 
which is the central pivot on which the poem turns and 
which also illuminates the significance of the title. One 
element of air travel jargon which was deliberately excluded 
from the list supplied above was the expression "transit-
auskunft" from the refrain. The refrain itself, which 
differs on each occasion only in the name of the individual 
summoned to transit information, consists of no more than 
a typical announcement such as might emerge from the 
"nylonstimme". However, this item of standardized language 
has, by virtue of the fact that it is set apart from the 
rest of the poem, a particular importance. Ignoring for 
the moment the three prominent individuals in question, it 
becomes evident that the key word in the refrain is 
"transit-". To be "in transit" in travel terminology means 
' 
21.0. 
waiting at an intermediate airport for a short period of 
time whilst an aircraft is serviced or until a connecting 
aircraft arrives. In order to eliminate the necessity 
of having to undergo passport and customs formalities, the 
traveller is confined to a specific area within the airport. 
The situation is temporary and often rather tedious. In 
Christian mythology Purgatory is where the souls of those 
who have not sinned sufficiently to be despatched to Hell, 
but who are not yet qualified for entry to Heaven, are 
purged of their sins. Unlike Heaven and Hell, Purgatory 
is not a permanent state, rather it is a kind of "transit-
stop". In this poem, therefore, Purgatory is located, 
amidst an apocalyptic vision, within the confines of an 
.airport. As in "aschermittwoch" Enzensberger highlights 
r1.an' s acceptance of this catastrophe by drawing much of his 
language from an activity which presupposes a passive state: 
passenger transport. The apparent ability of the system to 
absorb the upheaval brought down on the Last Day of Judgement 
creates a shock effect, which is heightened by the imperson-
ality and calmness of the voice in the refrain calling three 
well-known figures from the worlds of fact and fiction to 
11 transit-information". All, it seems, are destined without 
discrimination for Purgatory; Albert Schweitzer, who 
represents the goodness of Man, Adolf Eichmann the bad, and 
Monsieur Godot, from Samuel Beckett's play Waiting for Godot, 
the figure who never appears, representing the futility of 
Man's aspirations. 
In an early review of landessprache, Walter Jens 
drew attention to a constant unifying ingredient amongst 
.-• 
;'. ~ 
the heterogeneity of Enzensberger's poems: 
Dennoch, so aktuell, politisch-zeitgerecht 
Enzensbergers Satiren auch sind, so realistisch 
das Vokabular auf den ersten Blick erscheint: 
eine sehr hohe, feierlich-sachlich Tonlage 
wird niemals verlassen. 1~ 
21:1. 
Such a register raises the poems above the particularity 
of their language to a more universal sphere; it also 
gives the recipient a true indication of the gravity of 
the subject-matter and the poet's attitude towards it. 
Where such a tone is maintained unpunctuated by changes in 
language mode, the reader might be lulled into a state of 
resignation. To counter this impulse both in the 
recipient and in himself, Enzensberger provides sudden 
shifts to the coarse, the impersonal or the humorous. This 
mosaic approach has its dangers, of course, but in the more 
successful poems such as "purgatorio", a comical image such 
as "zur snackbar watscheln entwicklungshelfer I ein9e~wickel t 
in reiseschecks" is absorbed into the general gravity of 
the poem, without craving the special attention demanded 
by the Flood image in "isotop". A balance is thus struck 
between distance and involvement, provocation and lament. 
(iii) THE DOPPELGANGER MOTIF AND THE TWO-VOICED POEM 
Although the term 11 Doppelganger" appears explicitly 
in only one of Enzensberger's poems - 11 gewimmer und 







firmament" - it has been seized upon by Dieter Schlenstedt 
in two articles as being- a major key to "das Wesen des 
lyrischen Ichs Hans Magnus Enzensbergers". 1~ The "Doppel-
ganger" figure which Schlenstedt discovers in the volume 
landessprache, in the poems 11 der gefangene" and "der 
schlafende schlosser", as well as in "gewimmer und firma-
ment", is said to represent the poet's direct or indirect 
involvement in an arid commercialized world and his human-
istic rebellion against it. 121 But his interpretation 
of this literary persona as it appears in its most distinct 
form in "lachesis lapponica", from the later volume blinden-
schrift, goes one step further: "(das Bild vom Doppelganger) 
entspricht dem Zwiespalt zwischen blirgerlicher Existenz und 
humanem Anspruch, dem Zwiespalt auch zwischen dem Wunsch nach 
Aktivi tat und der Erfolglosigkei t der Bemuhungen". 122 Here 
the dimension of the conflict between political action and 
political resignation is added, an insight which, if it 
is correct, gives the "poppelganger 11 motif a crucial impor-
tance in this present study . 
It was Jean Paul who originated the term "Doppelganger 11 
(originally "Doppeltganger") in the novel known by its 




Dieter Schlenstedt, Aufschrei und Unbehagen, op.cit., 
p.llO. 
Ibid., p.ll2. 
Schlenstedt, Die schwierige Arbeit des Hans Magnus 
Enzensberger, op. cit., p .151. '1 Doppelganger-J:-1omente" 
are also distinguished by Rainer Hans Dimter, not 
only in "der gefangene 11 , "der schlafende schlosser" 
and "lachesis lapponica 11 , but also in "h6tel frater-
nit~" (V, p.29), "option auf ein grundstlick 11 and "der 
andere (B, p.22), three poems not considered by 
Schlenstedt. (Eine ideologiekritische Untersuchung 










became a popular feature of German Romantic literature and 
eventually of European literature in general, found not 
only in the stories of E.T.A. Hoffman (Die Elixiere des 
Teufels), for example, but also in Dostoevsky's The Double, 
Maupassant's Le Horla, and R.L. Stevenson's The Strange Case 
of Doctor Jekyll and Mr Hyde. Perhaps because of its 
wide application, however, there are a number of distinctions 
that need to be metde when considering the "Doppelganger" as 
a literary device. In order to make these distinctions, it 
is necessary to draw to some extent on the terminology of 
psychoanalysis. 
The notion of anindividual having a double or 
multiple nature is not peculiar to literature or to psycho-
analysis: it appears to be a universal human phenomenon, 
finding its expression in the body-soul dichotomy, Man's 
dualistic tendencies towards good and evil (reflected in 
the function of the Devil as the evil opposite of God), and 
in the superstitions connected with mirrors and shadows. 
This phenomenon was given a scientific application by 
Freud who insisted that the "division of the psychical into 
what is conscious and what is unconscious is the fundamental 
premiss of psychoanalysis".u3 Psychoanalysts have also 
recognized that the single components of the psyche may 
become split or fragmented from each other: this process 
is known as fragmentation or 11 decomposi tion 11 • 124 In a 
literary context, such "decomposition" may be implicit or 
123. 
124. 
Sigmund Freud, The Ego and the Id, The Complete 
Psychological Works, Vol. XIX, trans. James Strachey, 
Hogarth, London, 1961, p.l3. 
Robert Rogers, A Psychoanalytic Study of the Double 













or explicit. If it is implicit, the splitting is expressed 
in a subtle form, not openly acknowledged by the author; 
and in explicit fragmentation, the double is overtly 
identified by the author as a dissociation of personality. 
A second distinction is to be made between "subjective" and 
"objective" doubling, 125 where the former is associated with 
conflicts within an individual, the latter with an individ-
ual's conflicting attitudes towards others. Finally, one 
must discriminate between a situation in which the 
"t>oppelganger" appears in a 11 subjective-realistic" 
capacity, 126 issuing from the subconscious self, and in a 
symbolic guise as an expression of the "complex and dis-
harmoniOUS nature Of man II 0 127 
What is possibly the closest literary antecedent 
to Enzensberger's adoption of the "Doppelganger" motif -
the man with the axe in Caputs 6 and 7 of Heine's Deutschland, 
ein Wintermarchen - has already been pointed out by 
Schlenstedt. 128 However, a brief consideration of Heine's 
version will enable us to determine in what precise sense 
we may expect Enzensberger to make use of the device. 
Heine pokes much fun at his literary contemporaries in the 
Wintermarchen. Owing to its frequent and popular use at the 
time, we can assume that there is an element of satirical 
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Ralph Tymms, Doubles in Literary Psychology, Bowes 
& Bowes, Cambridge, 1949, p.ll9. 
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But there is a more serious purpose to Heine's "schwarzer, 
vermurnmter Begleiter": he compensates for a character 
deficiency in the poet; he is "von praktischer Natur", 
the complementary active side to a man content with the 
world of thought: 
Und gehn auch Jahre druber hin, 
Ich raste nicht, bis ich verwandle 
In Wirklichkeit, was du gedacht; 
Du denkst, und ich, ich handle. 
This shadow with the "Richtbeil", then, is a counterpart 
to Heine's reluctance to submit himself wholeheartedly to 
a political cause, a reluctance which has been shared on 
occasions by Enzensberger. Its insertion in the poem also 
reveals Heine's thorough recognition of his own problem. 
We may thus conclude that the fragmentation here is 
explicit, rather than implicit, since the man with the axe 
is obviously a dissociated part of the poet's personality, 
though not in any pathological sense; that by the same 
token the function of Heine's "Doppelganger" is largely 
symbolic; and that the doubling that takes place here is 
of the 11 Subjective" va:siety, since it arises from an 
internal conflict. As will become apparent, Enzensberger's 
"Doppelganger" fulfils an essentially similar role. 
The double in Enzensberger's poems does not have a 
consistent shape. It is variously referred to as "mein 
schatten", "mein feind ... mein bruder", "der hund", "ein 
mann mit lowenhanden 11 , "der schlafende schlosser", "der 
andere" and 11 der vogel in meinem kopf". Only in one poem 
does he make direct use of the word "Doppelganger", not in 
its customary singular form, but in the plural: "meine doppel-











such "Doppelganger" may be said to operate in a more or 
less explicit fashion; but there is another group of 
poems in which the "Doppelganger's" presence is registered 
only in the structure of the poem. These poems are most 
conveniently classified as 11 two-voiced", because they 
involve a clearly indicated dialogue situation. Although 
it is more usually confined to drama and prose fiction, 
the use of dialogue in poetry is scarcely an innovation on 
Enzensberger's part. When employed in poetry it tends to 
add a certain dramatic tension and is thus particularly 
suited to conveying a state of inner conflict, as well as 
to the ballad-type poem, which traditionally includes a 
dramatic element. The ballad as such will not concern us 
further here, but as far back as the Middle High German 
period we are provided with an excellent example of a 
dialogue poem which conveys inner tension: Walther von 
der Vogel we ide' s "vr& Welt, ir sul t dem wirte sagen ••. " . 129 
The tension in this case is between wordly temptations and 
heavenly redemption, and the dialogue takes place on a 
symbolic level, that is, the poet projects one side of 
his conflict onto an allegorical figure, ''Vre Welt", whom 
he then engages in conversation. That the "Vr() Welt" 
figure is herself two-sided in mediaeval thought, complicates 
the issue even further. A more recent example of this 
structure may be taken from Enzensberger's own Museum der 
modernen Poesie, in a poem by Constantine Cavafy entitled 
129. Walther von der,Vogelweide, Gedichte, ausgewahlt, 
ubersetzt und mit einem Kommentar versehen von Peter 










"Die Stadt". 1~ Here a "Doppelg~nger" is apparent only in 
the two-voiced shape of the poem: each of the two strophes 
is governed from the perspective of the "ich 11 , which quotes 
in the first strophe a lengthy utterance of the ~:du", and 
in the second comments directly on this utterance. The 
tension arises between the desire of the "du" to escape to 
another environment and start afresh, and the prediction of 
the "ich" that escape will afford no solutions. 
Enzensberger's dialogue poems are for the most part 
independent of those poems of his in which the 11 Doppelganger" 
is present in its own right, although both fulfil similar 
functions. There is, however, one outstanding exception 
where the two are combined: the poem "lachesis lapponica". 
Before this poem is subjected to a detailed examination, 
we shall follow separately the development of the individual 
strands, "Doppelganger" motif aP:-d two-voiced poem, up to 
the point of their combination, and, in the case of two 
particular poems, beyond. 
verteidigung der wolfe contains two poems which come 
into question as vehicles for the "Doppelganger": both 
are examples of "objective" doubling, since they concern 
the poet's attitude to others - although this may in turn 
reflect his. own divided situation. "h8tel fraternit~" is 
a picture of deprivation and despair, conjured up in the 
first strophe by a series of relative clauses which are 
seemingly independent of any main clause: 
130. 
der kein geld hat urn sich eine insel zu kaufen 
der vor dem kino wartet auf die konigin von saba 
der sein letztes herod zerreisst vor zorn und trauer 







In the second strophe the subject of the poe@ and thus of 
the absent main cla~se is suddenly revealed in the paradox-
ical combination 11mein feind ... mein bruder 11 , who 
comraunicates with the lyrical self through the medium of 
the eyes: 11 die augen auf mich gerichtet 11 • The conflict 
element arises in "mein feind ... mein bruder", which seems 
to echo the phrase "stinkender bruder" from a poem of the 
same vintage, 11 an einen mann in der trambahn 11 • In this 
latter poem, Enzensberger's loathing and contempt of the 
man in the street is uttered: in "h6tel fraternitE~" fear 
and distance are still present, but the fact that the poem 
ends with the statement "mein bruder" indicates a measure of 
rapprochement. The rappochement, however, has not yet 
reached the stage where a complete identification can be 
made, as in a later poem which will be discussed separately, 
"der andere", where the other is merged with the lyrical 
self: "der andere ... das bin ich". The other in "hotel 
fraternit~" is a "Doppelg~nger" only by virtue of its 
dogged ubiquitousness: "mein feind I hockt auf den simsen I 
auf dem bett auf dern Schrank I uberall auf dem fussboden 
II . . . . "rast und gedanken" 131 uses the figure of the shadow 
("mein schatten und ich 11 ) to embody a decaying past: 
meine liebe rostet im kalten gebirg 
mein gesell ist in der zisterne verdurstet 
meine freundschaft unters geroll gekommen •.. 
a past which is still part of the poet, if only in a 
dissociated form. His attitude towards it is therefore 
one of acceptance: 










warmen wir uns, mein schatten und ich, 
und trinken wir derer 
die nicht mehr dursten 
finsteren wein 
219. 
In this poem the shadow has the rare opportunity to operate 
in harmony with the lyrical self. 
In landessprache the figure of 11 niemand" takes on 
qualities of the "Doppelganger", particularly in 11 schaum", 
when in its closing stages the poet expresses the desire 
to detach himself from the civilized world, exclaiming: 
11 ich bin keiner von uns! ich bin niemand!" Since the 
detachment from the collective "uns 11 is impossible, the 
poet is compelled to substitute a "niemand" representing 
a projection of his unattainable wish to opt out, while 
he himself must remain involved in a world abhorrent to him. 
Another type of "Doppelganger 11 with a marked similarity to 
Heine's dark companion is evident for the first time in 
the same volume: in "dies ist der hund" 132 the poet 
describes a dog which "jaulend sprang mit mir aus dem 
mutterleib", an odious creature incorporating an evil, 
repugnant, but equally active side of his nature. It too 
is referred to as a "schatten", and just as it accompanies 
the poet at birth, so it accompanies him at his death: 
"und stosst mich, wie ein sterbender schatten das licht, I 
... in meine mitgeborene grube". In "der gefangene" repug-
nance is transformed into violence, locked up inside the 
poet and straining for release: 
132. 
verschuttet in meinem fleisch 
ist ein mann mit lowenhanden 
mit zarten gewaltigen augen 
der atmet in meinem gebein 








Schlenstedt interprets this violent alter ego rather 
paradoxically as "das bessere Ich, der menschliche Mensch" 133 
and links this poem with that immediately following it in 
landessprache, "der schlafende schlosser". 1~ Here the 
poet depicts a search, under extremely arduous conditions, 
for a locksmith, whose task it is to bring the poet some 
relief: 
dass er aufschweisse die finsternis! 
dass er die schollen sprenge! 
dass er mir offne mein knirschendes herz! 
Two things are particularly noteworthy in this poem: first, 
the repetition of the verb "schlafen" in its present 
participle form; second, the fact that the locksmith 
appears to be external to the poet, rather than incarcerated 
inside him, as in "der gefangene". The locksmith, then, 
would seem scarcely qualified to be a "Doppelg~nger", 
were he not connected with the recurrent motif of sleep in 
the title. For the "lyrisches Ich" of the poem is also in 
a sleeping state: "schlafend wate ich in meinem kettenhemd I 
durch das eisrneer". The likelihood is therefore that an 
internal search is in operation here, a search for a side 
to the poet's personality which has yet to be aroused. The 
locksmith represents an active, capable and effective 
character: "Die Gestalt des Schlossers ist eine Chiffre 
fur die Figur des Helfers, von dem erhofft wird, dass er 
das Krumme gerade, Heilloses heil macht und die Not des 




Schlenstedt, Aufschrei und Unbehagen, op.cit., p.lll. 
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in the sense of "der gefangene", he is the subjective double 
of the poet. 
'l'he final poem in landessprache to include a "Doppel..-
ganger" and the only one to do so in a direct fashion is 
"gewimmer und firmament". Strangely though, its use here 
is not as significant as might be expected. The term 
appears seven times in all in the course of this long poem, 
and refers not so much to a conflicting facet of the poet's 
personality as, in the sense of "h8tel fraternit~", to his 
fellow beings. It is these external "Doppelganger" who 
are responsible for the proliferation of 11 gewinuuer" on the 
earth - 11 Und schon gehn sie wirnmern,d I ... meine zahllosen 
doppelganger .. 136 - but since the poet is intimately bound 
to them and the world they inhabit, his identity is inter-
changeable with theirs: 
ich als nicht ich, ich 
als vollakademiker, ich als sucher 
nach transzendenz in mi.illeimern und in bibeln, 
ich als hausherr mit schnapstranen in den augen, 
als einer, der einigermassen schlaft, 
als bluthund, als privatpatient, 
als sozialdemokratischer staubsauger ..• 137 
Such "Doppelganger .. are the antithesis of the "niemand 11 
figure, confounding the poet's attempts to detach himself 
from the collective. 
The influence of the Spanish poet, Juan Ramon 
Jim~nez, is to be found in "der andere", from blindenschrift, 
where the process of dissociation is manifested in the 
















halt mein gesicht mit haut und haar unter den himmel 
lasst worter rollen aus meinem mund 
aber nicht ich 
ich bin der andere 
A similar dissociation is evident in Jimenez' "Yo no soy yo 11 
("Ich bin nicht ich"), also included in Enzensberger's 
Museum der modernen Poesie: 
Ich bin nicht ich. 
Ich bin jener, 
der an meiner Seite geht, ohne dass ich ihn erblicke 
138 
in which the "Doppelganger" acts in a diametrically opposed 
manner to the lyrical self - "Jener, der ruhig schweigt, 
wenn ich spreche, I der sanftmutig verzeiht, wenn ich 
hasse". Enzensberger establishes a parallel contrast in 
his poem. The lyrical self in 11 der andere 11 wishes to 
behave like a normal human being, but overwhelmed by a 
faceless, speechless and indifferent 11 other", lacking all 
human sensitivity, it is able only to observe from a 
distance itself performing such active functions as laughing, 
fighting, even worrying. The influence of "der andere 11 has 
become so dominant that the lyrical self has become dislo-
cated from its body - now referred to in the third person 
as 11 einer 11 - and is beginning to lose its separate identity 
in the other. Perhaps we are witnessing here the eclipsing 
of the younger, more volatile Enzensberger by the withdrawn 
Norwegian exile. 
138. I~P, p.269. Enzensberger's anthology includes an-
other poem by a Spanish-speaking author which 
contains a 11 Doppelganger". "Ein Mann geht vorbei" 
(Un hombre pasa) by Cesar Vallejo alludes to the 
phenomenon quite simply as "mein Double" and "das 
Ni.cht-ich" (p.328). Along with William Carlos Williams 
and Pablo Neruda, Vallejo has been the subject of an 
essay by Enzensberger (Die Furien des Cesar Vallejo, 









There are several poems amongst Enzensberger's 
lyrical works which might be described as "two-voiced". 
At its broadest, this term could apply to any poem of his 
which clearly differentiates between two or more voices. 
Into this category, therefore, would go poems which could 
only in the very remotest sense be connected with the 
"Doppelganger" phenomenon. These are poems with fragments 
of dialogue, used illustratively rather than in a dialect-
ical manner, such as the words of the shepherd in "fiir lot, 
einen makedonischen hirten", those of the war veterans in 
"konventioneller krieg" 1~ or in the snatches of telephone 
conversation in "Aus dem Bandarchiv eines Telefonspitzels";~ 
OL those which make use of direct quotation from outside 
sources, indicated often by italic print, such as the 
advertising jingles in "bildnis eines spitzels", the 
scraps of radio broadcasts in "abgelegenes haus" or the 
brief extracts from letters in 11 karl heinrich marx". In a 
few poems, however, italic print has been stipulated by the 
poet as the indicator of a second voice functioning as the 
mouthpiece of the poet's alter ego: it is in this sense 
that we shall use the term 11 two-voiced 11 • 
Even though Enzensberger has recourse to italics in 
"telegrammschalter null uhr zwolf", their role is not to 
maintain a sharp distinction between two opposed voices, 




Akzente, Heft 2, 1962, p.ll9. 
Text+Kritik 9/9a, June 1973, p.9. 
Rainer Rumold is of the opinion that the third voice 
is redundant, quoting Enzensberger's own words on 
Brentano's poem "Wenn die Sonne weggegangen": 









poem arises out of the confrontation of a genuine human 
emo·tion with the brutal matter-of-factness of a world run 
on a commercial basis in which even telegrams announcing 
a death must be pruned to the bare ou·tline sufficient for a 
commercial transaction: "hier gilt allein I die harte 
poetik fester tarife'1 • Two sample telegrams are supplied 
in the poem, the first one being the death announcement: 
mit allen trostungen unsrer religion 
sanft entschlafen 
the second, instructions for a commercial transaction: 
dringend aufkauft malakka zinn loco 
limit zwohundertsiebzig das picul 
Both are isolated from the rest of the poem by being printed 
in italics. Directly related to each of the telegrams are 
two phrases, also emphasised by italic print, "mi dulce 
amor", which may be associated with the emotional aspect, 
and "fasse dich kurz", with the financial aspect. The 
contours of a double are not manifest in this poem, yet 
a dialogue of sorts does result from the conflict of the 
ideal - unlimited expression of emotion - and reality -
"60 pfennig pro wort nach valladolid". In another poem 
from verteidigung der wolfe, "option auf ein grundstlick", 
two voices only are present and these are kept strictly 
apart in the alternation of standard and italic print, and 
even when, as in the final stanza, the pattern is broken, 
141. Continued 
mit der das Gedicht die Beziehungen zwischen 'innen' 
und 'a us sen' herstell t. Was gesagt werden soll, wird 
nicht der Gewalt des bildhaften Wortes allein anver-
traut, sondern gleichsam ein zweites Mal satzartig 
formuliert und explizit ausgesprochenn. (BP, p.69); 
and adding, "Auch in diesem Gedicht Uisst el.n Ich keinen 
Zweifel daruber, dass es die Situation durschschaut zu 
haben glaubt iu ( Sprachliches Experiment und litera-









the identities of the two voices are not in any way confused. 
Like 1'telegrarnmschalter null uhr zwolf 11 this poem makes a 
contrast between the real and the ideal, the latter 
represented by the standard print in the first two lines of 
each stanza, and the former by the italics in the remaining 
two lines. The first voice expresses in eleg·ant terms a 
longing for a world which is aesthetic, unmechanized and 
undivided: 
ich wlinsche, ich wlinsche mit ziegenhirten im regen 
zu kauern 
und mich mit ballerinen und korbmachern zu besprechen 
but this voice is continually interrupted by a cynical alter 
ego which ridicules the world sought after by the.first 
voice by confronting it relentlessly with a less attractive 
world, portrayed in a harsh, contemporary, synthetic 
vocabulary: 
bete zu den kybernetischen gottern, erwirb 
raketen, borsenblatter und brillen 
In the final stanza, however, the second voice is able to 
contribute only the words '1 saboteur! 11 and "feigling! 11 , and 
the musings of the first voice are then allowed to continue 
uninterrupted to the end of the poem. As in the later poem 
nlachesis lapponica 17 it is the first voice which has the 
last word, and the second voice here has more than a 
little in common with the "vogel im kopf 11 of the latter. 
11 zweifel" qualifies in essence if not in form as a 
two-voiced poem. The very title suggests an inner dialogue, 
since the process of doubt involves the interaction of two 
conflicting standpoints. Enzensberger does not, however, 









distinct voices, preferring instead to use the device of 
the question directed against himself and supplemented on 
two occasions by the affirmative replies of what he calls 
'umeine feinde uu: 
meine wunsche sind einfach. 
einfach unerfullbar? 
ja, sagen meine feinde 
Such a structure provides the barest statement in Enzens-
berger's poetry of the altercation which it is this study's 
task to investigate. In these three short lines we find the 
ideal, represented by "wunsche", reality, represented by 
"unerfullbar", and the resigned attitude of society, 
represented by the "feinde". The conflict is set into 
motion by the poet's urge to question, his application of 
·the principle of doubt, the necessity of viewing each 
proposition from more than one side. 
Two poems, written subsequently to "lachesis 
lapponica" and numbered among the new poems of Gedichte 
1955-1970, also show evidence of a two-voiced structure, 
if in a modified form. unAn Nicolo Machiavelli geboren am 3. 
Mai 1469" is the prototype for the later ballads in Mauso-
leurn~42 all of which share a common feature: the interpol-
ation in greater or lesser number of quotations originating 
from the personage who is the subject of the ballad or from 
his contemporaries. Once again the change in perspective is 
clearly marked by italics, in the Mausoleum version at 
least. Such a structure endows the poem with an objective, 
142. This fact was confirmed in a conversation with the 
poet in January 1976. 
227. 
documentary aspect, bringing it into contact not so much 
with the academic sphere as with journalism. When, as in 
the case of "Niccolb Machiavelli", it is applied with 
sufficient frequency, it may also constitute a second voice 
in opposition to that of the poet. In this particular poem 
the world-weary and realistic side of the poet's internal 
conflict is projected on to the historical figure of 
Machiavelli and his political theories, thus creating the 
second voice, whilst the first voice concentrates on 
.. , 
character assassination. This dialogue combined with 
·1 paradox - "Und dass deine Lligen I so oft die ~'Vahrei t sagen 
••• 
11
- produces a tension between feelings of admiration 
and contempt for this Renaissance figure, but also for the 
poet's own conclusions, which are admired for their essential 
truth and despised for the attitude of mind they engender. 
Two voices and paradox do not provide the only interesting 
,,..: formal features of this poem. Close study reveals that it 
II 
is divided into five segments, the outer two of which place 
Machiavelli in a general context, the other three encom-
passing specific periods in his life. The latter begin 
,:c 
with the seventh couplet ( 11 Kleiner Krautjunker ..• 11 ) and 
I (p 
concern his private life, the years of power in Florence 
.... from 1498-1512 ( 11 Keine Angst, Niccolo ... ") and his 
. • 
retirement ( 11 Zehn Jahre spater die Katastrophe ... "). The 
outer segments frame the biographical details and consist 
of the first six and the last five couplets: it is here 
\ 
that the principal interaction between the poet and Machia-
velli, alias the poet's alter ego, takes place, while the 







in word and deed with a minimum of interference from the 
poet. In the other poem from the same period, "Das wirk-
liche Messer", 143 the lyrical self appears to be eliminated 
altogether. Two voices clash, but both are external to 
the lyrical self, which has no more than observer status. 
However, the conflict portrayed here - betwe.en an ideology 
postulated by "Der eine 1', using terms such as noer Mehrwert", 
noas Proletariat und die Revolution", and the more individ-
ualistic approach of "der andere", expressed in the words 
"Ich liebe nur dich I und nicht alle" - may occur both 
externally and internally and does not take account of 
numbers: 
Es waren aber Abertausend in einem ·Zimmer 
oder einer allein mit sich oder zwei 
und sie kampften gegen sich miteinander ... 
It is the second of the three possibilities which is 
applicable to Enzensberger' s o~m situation • 
The most convincing evidence that the "Doppelg-anger" 
motif and the two-voiced poem fulfil one and the same 
function is to be found in "lachesis lapponica", where 
Enzensberger identifies the second voice as belonging to 
!ider vogel im kopf" and thus recognizes it as a dissociated 
part of his own personality: 
143. 
lachesis lapponica 
hier ist es hell, am rostigen wasser, nirgendwo. hier, 
das sind die grauweiden, das ist das graue gras, 
das ist der dlistere helle hi~mel, hier stehe ich. 
(DAS IST KEIN STANDPUNKT, sagt der vogel in meinem 
kopf.} 
hier wo ich stehe, das weisse im wind sind die moor-
daunen, 
sieh wie es flirnrnert, die leere lautlose wildnis hier 







(VIVA! ruft der dustere vogel: VIVA FIDEL CASTRO!) 
was hat castro damit zu schaffen! (WAS HAST DU Dfu~IT 
ZU SCHAFFEN, 
MIT DEr•l ~VOLLGRAS, DEM PFEIFENGRAS M-1 DUS'l'EREN WASSER?) 
, nichts, ich habe nichts, vogel, horst du? und kein vogel, 
vogel, kdiht nach mir. (DAS IST \i'JAHR.) lass mich in ruhe. 
hier kampfe ich nicht. (es wird ein brachvogel sein.) 
dort ist norden, dort wo es dunkel wird, siehst du, 
das moor wird sehr langsam dunkel. hier habe ich nichts, 
hier habe ich nichts zu tun. das weisse im norden 
sind seine geister, die hellen geister des moores. 
(DAS IST KEIN STANDPUNKT, DAS SIND KEINE GEISTER, 
DAS SIND BIRKEN, schreit er, HIER IST NICHTS LOS.) 
das ist gut. ich kampfe nicht. lass mich. ich warte. 
mit der zeit, sehr langsam, schalt sich die rinde, 
(ICH MACHE :MIR NICHTS DARAUS) und das weisse dort, 
das weisse dort unter dem weissen, siehst du, 
das will ich lesen. (UND HIER, sagt er, DIE GENAUE 
ZEIT: 
DRSIUNDZWANZIGUHR FUNFZIG.) hier, im rostigen moos. 
ich glaube an geister (DAS GIBTS NICHT!) leer wild 
lautlos. 
auch ich bin ein geist. auch dieser schreiende vogelda 
in meinem lautlosen kopf. (SAG DAS NICHT.) 
wir blicken beide nach norden. mitternacht. (AM TI~lliS 
SQUARE 
STEHST DU, TOTER, ICH KENNE DICH, SEHE DICH WIE DU 
KAUFST, 
VERKAUFST UND VERKAUFT vJIRST, DU BIST ES, AUF DEIYl 
ROTEN PLATZ, 
AUF DE~'l KURFURSTEND~1, UND BLICKST AUF DEINE ROSTIGE 
UHR.) 
(ein brachvogel wird es sein, oder ein regenpfeifer. 
SAG DAS NICHT, SCHLAG DIR DAS AUS DEM KOPF.) 
ich schlag dir den kopf ab, vogel. (ES IST DEIN EIGNER. 
VIVA FIDEL! LIEBER TOT ALS ROT! MACH MAL PAUSE! BAN THE 
BOMB! 
UBER ALLES IN DER WELT!) sag das nicht. (DAS ALLES BIST 
DU, 
sagt der vogel, STELL DIR DAS VOR, DU BIST ES GEWESEN, 
DU BIST ES.) 
wie meinst du das? (ALLEN ERNSTES, sagt der vogel und 
lacht.) 
ein brachvogel kann nicht lachen. (DU BIST ES, sagt er, 
DER LACHT. DU ~VIRST ES BEREUEN. ICH WEISS, WER DU BIST, 





weiss, duster, grau. hier sind keine siege. 
das sind die moordaunen, das sind die grauweiden, 
das ist der helle vogel am dusteren himmel. 
jetzt ist es mitternacht, jetzt springt die rinde, 
(DIE GENAUE ZEIT:) es ist weiss, (NULL UHR ZWEI) 
dort im rauch, wo es dunkel wird, ist es zu lesen, 
das uhbeschriebene blatt. die leere lautlose wildnis. 
hier ist nichts los. (SAG DAS NICHT.) hier bin ich. 
lass mich. (SAG DAS NICHT.) lass mich allein. 
(BIST DU EINVERSTANDEN, TOTENKOPF, BIST DU TOT? 
ist es ein regenpfeifer? WENN DU NICHT TOT BIST, 
WORAUF WARTEST DU NOCH?) ich warte. ich warte. 
es ist am aussersten rand dieser flache, sumpfgras, 
wollgras, pfeifengras, wo es schon duster ist, vogel, 
(WIE MEINST DU DAS?) siehst du? siehst du die weisse 
schrift? 
(FEIGLING, sagt er, MACHS GUT. WIR SPRECHEN UNS NOCH.) 
lass mich im unbeschriebenen. (TOTENKOPF.) 
sieh wie es flimmert. (und der dustere voge~ 
in meinern kopf sagt zu sich selber: ER SCHLAFT, ALSO 
ISr.r ER EINVERS'I'ANDEN.) 
aber ich schlafe nicht. 
This poem, as Enzensberger informs us in a note at 
the end of blindenschrift, 144 takes it:.s title from Carl von 
Linne's account, also entitled "Lachesis Lapponica 11 , of an 
expedition to Lapland undertaken in 1732, and published 
posthumously in 1811. The link with Linne is established 
in the first instance by the setting of the poem - "die 
leere lautlose wildnis", the northern wastes- and by the 
precision in the wild life terminology that one might 
expect from such a meticulous classifier as the Swedish 
naturalist: "wollgras", "pfeifengras", "sumpfgras", 




It is interesting to note that Linne is accorded 
a ballad of his own in Mausoleum (C.v.L. (1707-1778), 
p.28). This is further evidence for the fact that 
Enzensberger's outside interests prove extremely 
fruitful for his poetry, even in such an intensely 






some hint in the note as to the significance of "lachesis": 
this is the name of one of the three classical Fates, the 
one who distributes the thread of life, as opposed to 
Klotho who spins it and Atropos who determines its span • 
That the lyrical self is not prepared to resist any external 
influences, what we may broadly call "Fate" - in contrast 
to the internal influence of the 11 Vogel im kopf" with whom 
it does contend, if somewhat distractedly - is borne out 
by such utterances as "hier kampfe ich nicht", "hier habe 
ich nichts zu tun" and "ich warte". The situation of the 
lyrical self in this poem is perhaps made clearer by citing 
three lines from a poem in the same volume, "ufer", 1% which 
is set against a similar isolated background: 
am andern ufer, im grauen morgen 
entscheidet sich wer ich bin 
in einem rauch. 
It is the preoccupation of several of the poems in blinden-
schrift that Fate, or more specifically the course of 
history, is remote, obscure and out of the hands of the 
individual. 
In 11 lachesis lapponica 11 the lyrical self has 
accepted this situation and withdrawn from the sphere of 
human activity to an environment totally devoid of human 
traces. 147 So bare is this environment that the poet is 
compelled to describe both it and his existence there in 
predominantly negative terms: it iB 11 nirgendwo", "leer" and 
11 lautlos", he possesses nothing, is unoccupied ("hier habe 
ich nichts, I hier habe ich nichts zu tun:'), is unresisting 
146. ~' p.20. 
147. That all human ties have been consigned to oblivion is 
expressed neatly in the "entstellte Redensart", "und 
kein vogel, I vogel, kraht nach mir", an altered 
version of the more usual, '1 danach kraht kein Hahn 11 









("hier kampfe ich nicht"). Even the colours of the 
surroundings are not of the vivid kind, but are without 
distinction: "weiss", "grau", "hell", "dUster". These 
colours and shades of light and dark underline the empty 
and negative quality of the landscape, white in particular: 
"Da Weiss ja eigentlich keine Farbe ist, sondern als das 
Fehlen jeder Farbe gedeutet werden kann, haftet dem Motiv 
von vornherein etwas Negierendes an". 148 It would indeed 
be a fitting setting for that "negated" human being in 
landessprache, the "niemand" figure. But despite this 
state of deficiency, there is one decisive advantage which 
this landscape holds for the lyrical self, a fact expressed 
in the cliche "das unbeschriebene blatt". The negative 
side of whiteness becomes the positive virtue of purity, 
that which is in its original, untouched condition. The 
world has been reduced to a minimum of variables - "die 
leere lautlose wildnis hier ist die erde" - and it seems 
as if the lyrical self is waiting ("ich warte n) for some 
positive development to arise out of these modest beginnings. 
The situation of the lyrical self is an unnatural one, 
however: total isolation causes strange behaviour in human 
beings, and an irritating companion identified as "der 
vogel irn rneinem kopf" materializes. The German expression 
"er hat einen Vogel" signifies eccentricity or an obsession 
in an individual: in this instance the 11 Vogel" has the 
task of interrupting the lyrical self's flow of thought and 
peace of mind, with continual intrusions, questions and 










reminders of the world from which the lyrical self has 
attempted to escape. It is realistic where the lyrical 
self is romantic- 11 ich glaube an geister (DAS GIBTS NICHT!)" 
- precise where the lyrical self is vague: 
jetzt ist es mitternacht, jetzt springt die rinde, 
(DIE GENAUE ZEIT:) es ist weiss, (NULL UHR ZWEI) 
It also appears to be a habitual companion, not one who 
emerges only for the duration of the poem, because it is 
referred to as 11 der vogel in meinem kopf 11 from the outset, 
and not 11 ein vogel in meinem kopf", suggesting some 
measure of familiarity. Initially, the second voice is 
ignored, but after enduring the irrelevancy of the slogan 
"VIVA FIDEL CASTRO!", the lyrical self feels goaded into 
retorting "was hat castro damit zu schaffen!", provoking 
a counter-retort from the "vogel": 11 (WAS HAST DU DAMIT ZU 
SCHAFFEN ... ?) 11 • Thus a dialogue of sorts results, which 
is not wholeheartedly pursued by the lyrical self. Although 
it does attempt to bring the "weisse schrift11 to the notice 
of the second voice, it appears to be more concerned with 
the external situation than with that taking place inside 
its head. It is, however, once aggravated to the point of 
anger, in the threat "iqh schlag dir den kopf ab, vogel". 
And although the lyrical self tries to dismiss the second 
voice as a particular species of bird, either a "regen-
pfeifer" or a "brachvogel", a note of uncertainty creeps 
in as to its origin in the realization "ein brachvogel kann 
nicht lachen". This indicates an incipient awareness in 
the lyrical self that the existence of the "vogel" is very 






Schlenstedt is correct in commenting that "Die 
Ubertreibungen des Vogels lassen es nun allerdings als 
unglaublich erscheinen, dass er, der Doppelganger, eine 
234. 
wirkliche ,Alternative des quietistischen wie des zeitlichen 
Ichs sein konnte ... 11 , 149 but this impertinent second voice 
does perform the important task of throwing into doubts 
the passive isolation of the lyrical self by confronting 
it with elements of the populated world. 'I'hese elements 
relate principally to a political context, in the slogans 
11 VIVA FIDEL! LIEBER TOT ALS ROT! BAN THE BOMB! UBER ALLES 
IN DER WELT! 11 and the inclusion of geographical locations 
which allude to political power or points of tension: 
Times Square in New York, Red Square in Moscow and the 
Kurfurstendamm in West Berlin. The lyrical self is placed 
in these surroundings by the second voice, not in an effec-
tive capacity, but as a "TOTER" or 11 TOTENKOPF","(TOTENKOPF 
AUF DEM KURFURSTENDA1Y1M) 11 - the inference being that the 
present inactivity of the lyrical self is in a political 
sense tantamount to death, (a logical consequence of the 
slogan "LIEBER TOTALS ROT!"). In "option auf ein grund-
stuck" the second voice addresses the first voice as 
"feigling", for hankering after an ideal world. Here 
149. Schlenstedt, Die schwierige Arbeit des Hans Magnus 
Enzensberger, op.cit., p.l56. See also Michael T. 
Buckley, Art is not Enough, op.cit., p.l90: 
The bird sometimes serves to call the '1 ich" 
back to social reality, but it has nothing 
specific to offer~ that it represents an 
undifferentiated activism is demonstrated by 





the second voice repeats the accusation and prepares to 
abandon for the present the lyrical self- "(MACHS GUT. 
WIR SPRECHEN UNS NOCH.)"- with a certain satisfaction: 
235. 
"ER SCHLAFT, ALSO/ IST ER EINVERSTANDEN 11 • But the lyrical 
self has the last word, with the ambiguous: "aber ich 
schlafe nicht". To some extent, therefore, the "vogel im 
kopf" has fulfilled its task of maintaining a state of 
awareness in the lyrical self, but in spite of the haran-
guing at the hands of the former, this awareness is slyly 
self-determined. 
The ambiguities of "lachesis lapponica" are not 
easily resolved. What the precise standpoint of the lyrical 
self in the last line is; why it insists on "waiting"; 
and what significance we are to give to the time motif, 
for instance - all these factors, and others, must remain 
open to speculation, despite our efforts to throw light on 
them. One thing may be stated with certainty, however, 
and it is upon this one factor that the poem is constructed: 
two conflicting attitudes, each one representing an 
extreme, are engaged in direct and indirect dialogue. This 
dialogue must be interpreted in the context of other poems 
in the same volume, poems such as "abgelegenes haus", 
ncamera obscura 11 and "ufer", in which we see the poet's 
will to isolation thwarted by external and internal 
intrusions from the civilized world. In '1 lachesis 
lapponican the intrusion comes from an internal source, but 
the poet chooses to objectify this by creating an explicit 









kopf" . 1so It is not a pathological symptom or a halluc-
ination, but merely a convenient literary mode of expressing 
a divided nature. Like Heine in his Wintermarchen, Enzens-
berger is able to acquit himself here with a certain amount 
of humour. In the midst of a serious personal crisis the 
poet is able to distance himself by creating a witty and 
familiar repartee between the lyrical self and its "Doppel-
ganger", between two sides of his nature, which despite 
their differences are intimately linked. 
(iv) REDENDER RAUCH UND P~DENDES GLAS 
Amongst the 11 freundliche gedichte" in verteidigung 
der wolfe is to be found the intriguing little poem 
entitled "lock lied", which illustrates neatly the delicate 
balancing act which Enzensberger has to perform between what 
may broadly be termed the political and the aesthetic 
demands of poetry, and more particularly between a direct 
manner of expression and linguistic virtuosity: 
150. 
lock lied 
meine weisheit ist eine binse 
schneide dich in den finger damit 
urn ein rotes ideogramm zu pinseln 
auf meine schulter 
ki wit ki wit 
meine schulter ist ein schnelles schiff 
leg dich auf das sonnige deck 
urn zu einer insel zu schaukeln 
aus glas aus rauch 
ki wit 










meine stimme ist ein sanftes verlies 
lass dich nicht fangen 
meine binse ist ein seidener dolch 
hor nicht zu 
ki wit ki wit ki wit 
237. 
Joachim Kaiser, in a review of Enzensberger's first 
volume, suggests that this poem, in the company of "larisa" 
and "candide", conceals no deeper meaning from the reader, 
communicating nothing more than "lyrischen Urstoff 11 and 
comprising merely "die modern verspielten Verse eines jungen 
l'lanne s, der im Walde von 19 57 so fur s ich hinging" . 151 With 
these remarks Kaiser appears to be implying that "lock lied" 
fulfils a role essentially similiar to that announced by 
Heine in the third chapter of his Atta Troll: "Phantastisch 
I Zwecklos ist mein Lied". It cannot be denied that "lock 
lied" and its companion 11 freundliche gedichte" display a 
youthful vigour and light;..;;he-arted spontaneity in con-trast·-
to the more sombre-toned, angry "traurige gedichte" and 
"bose gedichte". However, just as Heine's Atta Troll 
ventures on to more serious political concerns, so does 
"lock lied" touch, if in a somewhat frivolous fashion, 
the central dilemma in Enzensberger's composition of poetry . 
The tension in 11 lock lied" arises from an ambivalent 
attitude on the part of the poet towards certain aspects 
of his own character. Not unexpectedly this ambivalence 
expresses itself largely in paradoxical terms. The title 
is an example of "entstellte Sprache" and finds its original 
impulse in the term "Lockruf", which in the language of 
ornithology means a "mating-call" (echoed in the poem by 
151. Joachim Kaiser, Sardinen und Haie, Frankfurter 
Allgemeine Zeitung, 28.12.1957. 
> 
2:38. 
the refrain "ki wit ki wit"), but which has been altered 
slightly to "lock lied" in order to conform to the song-
like qualities of the poem. If one relates the mating 
habits of birds to human beings, then "lock lied" may be 
interpreted as a love poem; but it would seem that the 
poet is not so much trying to entice the other person as 
draw attention to the dangers of such an attraction. This 
is particularly evident in the final stanza where the poet 
bestows Siren-like characteristics on his voice in the 
paradox "ein sanftes verlies 11 , adding "lass dich nicht 
fangen". A closer examination of the text may reveal 
therefore that the poem functions primarily not as a love 
poem, but in a different capacity. "lock lied" is the first 
of the "freundliche gedichte 01 : we might care to ask our-
selves with Rainer Hans Dimter: "Ist es auch der Leser, 
der sich nicht fangen lassen soll, namlich von den Gedichten, 
die folgen? u • 1s2 
"Entstellung" is to be found once again in the 
very first line, in the dislocation of the expression 
"Binsenweisheit" (or 11 -wahrheit 11 ). In its conventional 
form it denotes a proposition the truth of which is 
patently obvious, in other words a platitude. The expres-
sion originates from Classical mythology, specifically from 
the story of the reeds which whispered King Midas's secret 
in the wind. Enzensberger returns some of the literal 
content to the expression by breakincg it up into its 
152. Rainer Hans Dimter, Eine ideologiekritische Unter-
suchung des bisherigen Werkes von Hans Magnus 





component parts and then stressing the physical nature of 
reeds, in this case their sharpness. The second line is 
thus a logical step: the cutting of a finger from which 
blood issues, which in turn provides the means for painting 
11 ein rotes ideograrnrn". "Weisheit" for the poet is not in 
this case something platitudinous, but barbed. However, the 
suggestion here is that it be put to a decorative rather 
than a social use. The shoulder which affords the surface 
for the red ideogram becomes in the second stanza "ein 
schnelles schiff", upon whose deck the "Du" is invited to 
lie down and be transported to an island, an island with the 
two contrasting attributes "aus glas aus rauch". We shall 
return to the significance of these phrases presently. The 
nautical flavour is maintained to some extent in the final 
stanza, since the first line - "meine stirnrne ist ein sanftes 
verlies" - may be taken as an oblique reference to Odysseus 
and the Sirens. Another paradox juxtaposing the hard and 
the soft ("seidener dolch"), followed by a similar warning 
"hor nicht zu" - comprises the second half of this stanza. 
So far we have established a mood of ambivalence 
throughout the poem, but have not determined what precisely 
occasions this ambivalence. Two attributes of the poet's 
personality are in play here - a "hard" side, represented 
by "weisheit", 11 binsen~, "glas", '1verlies" and "dolch"; and 
a "soft" side, represented by "rotes ideogramm", "rauch", 
"sanft" and 11 Seiden". The former appears to be continually 
subverted by the latter - apart from in the second stanza 
where both sides are in a state of balance - each represented 








Werner Weber links these phrases to the poet's handling of 
language and in so doing contributes the title of this 
present section: "Er Hi sst die Worter am Faden laufen, 
knotenlos, zu ausserster Satzverschleierung: redender Rauch; 
er versammel t sie auf durchsichtige Harte: redendes Glas". 153 
"lock lied" contrasts the two tendencies within the poet 
which are revealed here: the desire to express himself in 
sharp, unequivocal terms, and the desire to explore the 
wider possibilities of language at the risk of being obscure. 
At the same time it sounds a note of warning to the reader 
to be on the alert and not be dazzled by the sheer artistry 
of the following fifty-seven poems in verteidigung der wolfe. 
Since much of Enzensberger's poetry wavers between the 
two extremes, to claim as Peter Schneider does of Enzens-
berger's metaphors, "Am Eindeutigen und nicht weiter Inter-
pretierbaren sucht er ihnen [den Metaphern] Halt", 1~ is to 
consider only one aspect of the problem. Although there is 
a certain amount of truth in this remark - in many instances 
Enzensberger, like Brecht, 1$ does not seek to hide the poem 
153. Werner Weber, Nachwort, GEnt, p.88. 
154. Peter Schneider, "blindenschrift", op .. cit., p.l08. 
155. See Volker Klotz, Bertolt Brecht. Versuch uber das Werk, 
Gentner, Darmstadt, 1957: "Brechts seltene Metaphern 
neigen zur Ausfuhrlichkeit ... Seine Metaphern betonen 
die Zweigliedrigkeit: es sind Vergleiche." (p.82). He 
continues: "Brechts Vergleiche ..• sind eingespannt 
in den Zusammenhang, sie dienen ihm, ihre Ausdeutung 
lasst dem Harer keine andere Moglichkeit als die vom 









beneath a cloud of possible meanings - he operates as 
frequently with the "[vors~tzliche] Dunkelheit" of the 
modern poem, 1ffi giving freer rein to his linguistic skills. 
It is a process of which Enzensberger, whether he is able 
to control it or not, is highly conscious and which is 
justified in the following words from the essay "Scheren-
schleifer und Poeten": 
Zwischen Hyperbel und Andeutung, Ubertreibung und 
Understatement, Ausbruch und Ironie, Raserei und 
Kristallisation, ausserster Nahe zum gluhenden 
Eisen des Gegenstandes und ausserster Entfernung 
von ihm fort zum Kaltepol des Bewusstseins ist die 
Sprache einer unausgesetzten Probe zu unterziehen. 1~ 
In the above quotation Enzensberger is not only alluding to 
the multiplicity of language with which we are already 
familiar, but also, and perhaps more importantly, to two 
quite distinct poetic approaches to a given subject or 
"Gegenstand". Extreme proximity ("ausserste Nahe") to the 
subject produces a poem which reflects untempered emotion -
in Enzensberger's case most usually anger- and expresses 
itself directly, transparently: "redendes Glas". Extreme 
distance ("ausserste Entfernung") on the other hand pre-
supposes the cooler experience of an emotion which affords 
the poet the opportunity to tackle the subject obliquely and 
opaquely: 11 redender Rauch". The contrast between these two 
approaches is best demonstrated by comparing three pairs of 
poems which treat similar "Gegenstande", followed by an 
examination of a poem which seems to combine aspects of both: 
"carceri d'invenzione". 
156. Hugo Friedrich, Die Struktur der modernen Lyrik, op. 
cit., p.l5. 








"geburtsanzeige" and "die hebammen 11 are linked by the 
theme of "unwilling birth", 1~ where a protesting infant is 
thrust violently into a world which has very little to offer. 
"geburtsanzeige", by plotting the future progress of the 
baby in a compressed curriculum vitae, makes the nature of 
this world very plain, but in "die hebammen" Enzensberger 
chooses to concentrate on the "agents" of birth, the mid-
wives, and imply in their evil appearance the evils of the 
world. Although the poet employs a very strict form in 
~'geburtsanzeige" - an abcbc rhyming scheme, a changing 
refrain based on the prefix "ver- 11 and a four-stressed iambic 
metre - more interesting is the complex time scheme devised 
in order to express the pre-determined course of the infant's 
life. 1$ Confined to the first line of each stanza is a 
description of the new-born baby in the clinic - "wenn es 
im siisslichen gestank der klinik plEirrt" - which is followed 
by the simultaneous enumeration of the measures taken by 
society to manipulate and assimilate the infant: 
158. See Chapter III, p.96. 
159. An extensive interpretation of this poem is provided 
by Leonhard M . Fiedler, Hans Magnus Enzensberger, 
"geburtsanzeige", op.cit. Fiedler has the following 
comments to make on the element of time in the poem: 
"Eine logische Bindung wird durch die Einfiihr~ng von 
Zeitbestimmungen geschaffen. Auf das einleitende 
'wenn' beziehen sich 'noch nicht einmal', 'eh', 'langst'. 
Im Wechselspiel von 'noch' und 'schon' durchzieht ein 
Zeit-Motiv das Gedicht. Die Gleichzeitigkeit, unter-
stlitzt von der Gleichzeitigkeit der Verben, iibersetzt 
das Missverhaltnis, in dem die Umwelt dem 'Biindel", 











beziffern die strat~gen schon den tag 
der musterungen des mords der schariatan 
druckt seinen daumen unter den vertrag ... 
243. 
Events which lie essentially in the future share here the 
same time as the early post-natal period. It is possible to 
distinguish in each succeeding stanza a rough chronological 
sequence of biographical data, from the christening, to 
payment of the doctor, to the political environment, to 
education and finally to death; but in each stanza, apart 
from the last, some kind of commercial transaction is 
included, emphasizing the dominant attribute of the world 
into which the baby is born. Only in the final stanza is 
any hope of resistance offered, but this is largely negative 
in character - "was wir ihm zugerichtet kalt zerrauft" -
and any positive action is only of the vaguest kind: "mit 
unerhBrter schrift die schiere zeit beschreibt". "die 
hebammen" does not even offer this slight hope, bestowing 
on the new-born human being an existence still bleaker than 
that portrayed in "geburtsanzeige": 
sie reissen ein fleisch zur welt, 
das wenig wiegt, ein weisses fleisch, 
das ein paar dutzendmal uberwintert: 
dann ist es hin, und sie zerren 
ans licht einen zornschrei, 
der, wenn es mittag wird, schallt 
durch die steinbruche und erstickt 
in einem gewolk bleicher windeln. 
Having detected an imminent birth, the violent, predator-
like and ubiquitous ("glirnmend I auf gletschern und bahn-
steigen, I mooren, hopfenfeldern und riffen") midwives push 
their way into the confinement chamber and assist with 
brute force at the delivery. Beyond this, the poem provides 











example, why the midwives behave as they do, unless their 
behaviour is to be ascribed purely to instinct. All we 
possess is an extremely negative picture of birth as 
"imposed" by these demonic midvrives. From a poem which 
clearly details its reasons for disquiet .... "geburtsanzeige" 
- we move to another which creates no more than a disquiet-
ing expressionistic 1ro atmosphere. It would seem that only 
an acquaintance with the first allows the second to acquire 
its full significance • 
Although "die hebammen" approaches the theme of 
"geburtsanzeige" from an indirect angle, it lacks the 
precision and structural complexity of the earlier poem 
and over-exploits an effect achieved more economically in 
the abruptness of the lines "wenn dieses bundel auf die 
welt. geworfen wird 11 and "wenn es die zange noch am schadel 
packt". In another pair of poems, "sozialpartner in der 
ri.istungsindustrie" and 11 Beschreibung eines Dickichts'1 , the 
later poem is in contrast a marked improvement on the 
earlier one. Common to both is Enzensberger's familiar 
theme of political apathy: in the former this theme is 
easily perceived, too easily perhaps; in the latter it 
must be unearthed as a function of the image "Dickicht". 
"sozialpartner in der rfistungsindustrie" is a "bBses. gedicht" 
which contrasts the mighty and wealthy ("die fetten eber", 
"die lieblinge gottes") with the proverbial man in the 
street: "niemand I im windigen trenchcoat, bohrer, I 
kleinblirger, blittel, assessor, stift ... 11 1 and concludes, 
in tones very similar to those in "verteidigung der wolfe 
160. Bridgwater contends that "die hebammen" has echoes of 












. gegen die Uimmer", that the behaviour of the "sozialpartner" 
is more difficult to excuse than that of the affluent, 
because of his acquiescent cooperation in the exploitation 
of his own class: 
verdorben, jeder nasfuhrung aus-
geliefert, ein hut voll mutlosen winds, 
· eigener handschellen Schmied, 
. geburtshelfer eigenen tods ..• 
For Patrick Bridgwater such direct abuse would come under 
the category of his general criticism of Enzensberger's 
work: " .•. his poetry is too often written at a flat rate 
of charges, his anger directed at all comers ... his 
'Klartext' is not always poetically articulated and 
patterned ••. ".161 Enzensberger was well a'VIrare of the dangers 
of such excessive proximity to his "Gegenstand", and 
"Beschreibung eines Dickichts", written some fourteen years 
later, moves away from its subject to the relative obscurity 
of an image which itself suggests a reduced supply of light. 
This poem with its six brief separate sections, each 
consisting of a variation on the theme "thicket", is 
similar in form to both "flechtenkunde" and "mehrere elstern 11 
from blindenschrift. The thicket in question is specifically 
11 Unser Dickicht, das beste" and comprises a "Dickicht von 
Dickichten". It appears both to be inescapable and to have 
considerable powers of regeneration: "Mittel, I erfunden 
urn das Dickicht zu lichten, I dungen es". It is perhaps 
the fourth section or variation which is the most explicit, 
enabling us to relate the poem as a whole to the earlier 
161. Ibid., p.242. Similar charges are levelled by Herbert 
Lehnert: "man muss sich entscheiden, ob man einen an"" 
klagenden Essay schreiben oder einen Moment sprachlich 
rhythmisch beschworen will". (Struktur und Sprachmagie. 
Zur Methode der Lyrik-Interpretation, Kohlhammer, 












11 bose gedichte": 
Wo es am finstersten ist 
vermuten manche den Kopf. 
Das sind arglose Leute. 
Als brauchte was in allen Kopfen sitzt 
einen Kopf. 
The thicket thus becomes a quality of the human mind and 
its previously announced botanical abnormalities are now seen 
to assume a human and social significance. A thicket suggests 
hindered vision, a confusion of greenery: blindness and 
confusion also characterize the minds which Enzensberger 
assails in much of his work. 11 Beschreibung eines Dickichts" 
is not a difficult poem, but by eschewing the immediacy of 
"sozialpartner in der rilstungsindustrie" and settling for 
the quiet unmasking of an image, it creates a more active 
frameof mind in the recipient, who might care to associate 
himself rather more readily with the conclusions of his 
own thought processes than with a stream of invective. 
The "oden an niemand" in landessprache reflect a 
pessimistic and resig·ned "lyrisches Ich" which wishes to opt out 
of the human world and be absorbed into nature and the 
elements: two poems which concern differing stages of this 
process are "botschaft des tauchers" and "anwesenheit". 162 
The first describes the actual severing of all ties with 
humanity; the second portrays the lyrical self after a 
radical metamorphosis has removed it from all normal 
experience of space and time. "botschaft des tauchers" 
begins with a detailed picture of the diver 11 taumelnd I im 
milchigen abgrurid, allein I mit seinem herzen wie ein 
prophet .•. ", but then switches abruptly in the second 
strophe to a. glimpse of the world above, a vision of chaos 




















and imminent destruction: "oben im licht macht die jury den 
tod 1 und den kultursalat an, I ... uberall I pfeifen die 
schiedsrichter schon I zum letzten elfmeter, die sender I 
morsen bullen zum harakiri ... ". But this glimpse is sufficient 
not only to strengthen the resolve of the diver and return 
the poem in the following strophe to the depths, but also 
to give the reader a heavy hint as to the reason for the 
diver's retreat. A last message follows, in which the 
diver announces his intention to turn his back on the world, 
using in typical Enzensberger fashion fragments of special-
ized language, the jargon of radio communication, with "CQ 
CQ" - an abbreviation for the English "Come Quick! " 163 and 
the Morse "kurz-kurz-kurz I lang I kurz-lang", meaning 
"Schluss des Verkehrs" or "over and out". The diver is 
"vernaht in (sein) Ende", preferring the compa~y of the 
speechless sea-creatures, the mussel, lobster and starfish: 
die stumme muschel hat recht 
und der herrliche hummer allein, 
recht hat der sinnreiche seestern 
By envisaging what amounts to a suicide situation and by 
indicating the reasons for such a step, "botschaft des 
tauchers 11 sketches the withdrawal of the lyrical self in 
more or less realistic terms. "anwesenheit", on the 
other hand, resorts to the dissonances of surrealist 
language. Time, for instance, does not influence the 
lyrical self in this poem as it does other inhabitants of 
the earth: twice, in the first and penultimate stanzas, the 
three differing time-levels, present, past and future, 
163. This is to be construed not so much as a distress call 
but as a means of attracting univeral attention for 











appear to have a simultaneity reminiscent of that postulated 
by T.S. Eliot in "Burnt Norton": "hier wo ich bin. hier war 
ich einst, I einst werd ich hier sein ... "and ''ich bin ein 
einstiger mann. I einst ist mir niemand erschienen, I einst 
wird er vliederk.ornrnen .•. ". The word "einst 11 contributes to 
this temporal anarchy since it may refer both to the 
distant past and the distant future. A further indication 
of the alien time dimension is to be found in the second 
stanza, where images of transience are contrasted with the 
permanence of the lyrical self: 
die abdecker komrnen und gehen, 
die erbsen verfallen dem herbst, 
die eilboten fiebern. ich, 
ich gehe nicht fort, ich bleibe •.• 
Despite its mobility in time, however, the lyrical self 
does not enjoy the same freedom in space: it is fixed, like 
an oyster ("wie eine auster im meer") or the roots of trees 
(
11 mildherzig unter den wurzeln"), two similies which in the 
fourth stanza are amalgamated to form "ein mann I unter den 
wurzeln des meers II . . . . Other attributes are introduced in 
the images: 
··~ bewohnt, 
wie ein totenack.er, ein totenstrauch, 
von nattern und tauben, zuhaus 
im bluhenden sternsarg ..• 
with their explicit connotations of extinction and death; 
and in the phrase "dein rauchiges herz", where "rauch" 
suggests not only opacity but also the insubstantiality or 
nothingness of the "niemand 11 figure, who emerges in the 
final stanza as a climax to the poem ("niemand wie eine 
monstranz ... "). He is the identity yearned for by the poet 











laws, the inheritor of the earth after its destruction by 
Mankind. The one-line coda, a device with which Enzensberger 
frequently terminates his poems, 1~ brings together the two 
concepts - "wie eine auster aus rauch" - which summarize 
much of the thought ~n both "anwesenheit 11 and "botschaft des 
tauchers 11 • The oyster represents something fixed and time-
less and the smoke represents the insubstantial and ephemeral. 
Together they point to the existence of "niemand" in. a dead 
world, the speechless sea-creatures of the diver's under-
water environment, associated as they are with the oyster, 
being perhaps the nearest temporal equivalent of this 
contradictory existence. However, "rauch" also intimates 
the difficulty, indeed impossibility, of defining adequately 
such a condition in the terms of the world which the diver 
chooses to forsake. 
Enzensberger's fascination with the 18th century 
artist and architect, Giovanni Battista Piranesi, has 
resulted in two poems, the first entitled "carceri d'in-
venzione",165 and the second "G.B.P. (1720-1778)", one of 
the ballads in Mausoleum. Both are inspired by the series 
of eighteen etchings executed by Piranesi under the title 
used by Enzensberger for the first poem, which means 
"imaginary prisons" - as a note to this effect informs us 
at the end of the volume blindenschrift. 166 When this poem 
was selected and published in the Gedichte 1955=1970, 
Enzensberger added another sentence to the same note 
provided earlier: "Die im Text erscheinenden Bestandteile 
164. See also "filr lot, einen makedonischen hirten", 
"wortbildungslehre'' and "middle class blues". 
165. B, p.26. 









der Gewolbekonstruktion sind zugleich Termini aus der 
Anatomie des Gehirns. " 167 In the ballad on the same theme 
Enzensberger entitles the fifth of its six sections "Das 
Gehirn", being one amongst several differing interpretations 168 
of Piranesi's mysterious etchings. In his contemplation of 
Piranesi Enzensberger freely acknowledges the writings of 
Marguerite Yourcenar, who is accorded an entry in the index 
of Mausoleum, so significant is her influence. 1w It seems 
reasonable therefore to assume that it is her interpretation 
of these pictures, as stated in the following extract from 
an article on Piranesi's "Carceri d'Invenzione", which in 
part motivated Enzensberger to write the poem of the same 
name: 
11 Danemark ist ein Gefangnis", sagte Hamlet. "Dann 
ist auch die Welt eines", antwortet der seichte __ 
Rosenkranz und lauft damit einmal dem schwarzge-
kleidetoen Prinzen den Rang ab. Soll man annehmen, 
Piranesi habe eine Vorstellung gleicher Art gehabt, 
die deutlich umrissene Vision einer Welt von 
Gefangenen? Wir, auf denen das Dunkel z\.veie.r 
weiterer Jahrhunderte menschlichen Abenteuers 
liegt, erkennen diese begrenzte und zugleich unend-
liche 'V'Jelt, in der es von winzigen, qualenden 
Phantomen wimmelt, nur allzu gut: wir erkennen das 
Gehirn des Menschen. 1~ 
In language which is clear yet obscure, Enzensberger 
describes Piranesi's imaginary prisons, the fascination of 
which derives largely from the stark contrast of light and 
dark, a quality shared by the functioning of the human mind 
167. G, p.l73. 
168. The others being "Die Marionetten'', "Die Archaologie", 
"Carceri d'Invenzione'' (the actual representation of 
projected prisons), "Felter und Industrie" and "Die 
Halluzination". 
169. ~I p .125. 
170. Marguerite Yourcenar, Die imaginaren Gefangnisse des 






and our knowledge of it: 
carceri d'invenzione 
diese gewolbe 
dunkel hell dunkel 
blitze ohne himmel 
strahlen ohne gestirn 
weder tag noch nacht 
diese gewolbe 
vernunftig und ratselhaft 
diese hohlen und gruben 
beherbergen uns 
diese spalten und galerien 
verbergen uns 
diese balken und brucken 
fuhren uns in die irre 
vor diesen werkzeugen 
die uns ubertreffen 
erscheinen wir 
winzig und stumm 
schlaflose traumer 
gefangene 
· nicht besiegte 
diese verliese 
in denen es wimmelt 
in denen eine verlassenheit herrscht 
diese getraumten gewolbe 
grenzenlos dunkel 




unsere traumenden haupter 
251. 
It is characteristic of blindenschr~ft that the language 
of this poem should be deceptively simple. Syntactically, 
its principal interest seems to lie in the relative scarcity 
of verbs, which, when they do appear, do not. govern lengthy 
and involved subordinate clauses. However, there are two 
factors which modify this simplicity to some extent: first, 
the simultaneous use of vocabulary appertaining to the 






In the word 11 gewolbe '' in the very first line we find an 
immediate allusion to the brain, since this particular word 
may be compounded with "Schadel 11 to form "Schadelge\'Jolbe". 
So it may be said that the simultaneous description of both 
the brain and Piranesi's visions is established from the 
beginning, a connection which is further strengthened in 
lines eight to thirteen, where the terms "hohlen", "gruben'l, 
"spalten", "galerien", "balken" and "briicken" all conform to 
the dual function revealed by the poet in his note. In the 
last three lines, 11 Undurchdringlich I sind I unsere traumenden 
haupter", the poetic rendering of Piranesi's phantasies is 
finally overwhelmed by an explicit declaration of the psy-
chological interpretation towards which the reader has 
hitherto been gently steered. Paradox also manifests itself 
very early in the poem, in the juxtaposition "dunkel hell 
dunkel", and is continued in the lines, "blitze ohne himmel I 
strahlen ohne gestirn I weder tag noch nacht I ... verniinftig 
und ratselhaft 1 ... schlaflose traumer 1. gefangene I nicht 
besiegte": what more appropriate manner of expressing the 
frustrating world created by Piranesi; open to a multitude 
of interpretations and yet confining itself to no single 
one? But is this not also a manner of regarding the human 
mind, which is "grenzenlos dunkel I gre.nzenlos hell 11 , a mind 
at once "verniinftig und ratselhaft"? And does this not 
provide an explanation for the behaviour of a poet who 
alternates between expression in "redender Rauch" and 
"redendes Glas'0 ? "carceri d'invenzione" unites these two 




(v) THE CATALOGUE POEM 
The American poet William Carlos Williams, who is 
. greatly admired by Enzensberger, 171 admits in the "descrip-
tive bibliography" of his works, entitled I Wanted to Write 
a Poem, that during the years of his poetic apprenticeship 
he was "preoccupied with the studied elegance of Keats on 
one hand and with the raw vigour of Whitman on the other". 172 
Each of these two poets represented to Williams impulses, 
which, when taken to extremes, resulted in unsatisfactory 
poetry: Keats was the spokesman for a tradition from vlhich 
Williams was very keen to escape, in order to forge a truly 
American idiom in poetry; and Whitman, although he had 
broken with this tradition, "resorted to a loose sort of 
language with no discipline about it of any sort". 173 It 
was Williams's concern therefore to find what he called a 
"measure consonant with our time", 1~ a new poetic discipline; 
and this discipline he believed he had discovered in a 
device which is known as the "variable foot". ·Although 
Enzensberger's literary antecedents.do not coincide with 
those of William Carlos Williams, an attempt to find his 
~ 
ovm "measure" may likewise be discerned in his work. It 
is a "measure" not so much in the narrow, metrical sense 
171. His admiration has gone to the extent of translating 
and editing a selection of Williams's verse: William 
Carlos Williams, Gedichte, Suhrkamp, Frankfurt am Main, 
19_62. The "Nachwort n to this volume appears, slightly 
abridged, in EII, pp.29-49. 
172. Cape, London, 1967, p.20. 
173. Williams, On Measure - Statement for Cid Corman, 






which Enzensberger sought to develop, but a more. general 
process of bringing his own discipline to bear on poems 
which tended to escape his control, to impose an outer 
framework uniting the many diverse elements which constitute 
his poetry. 
The early work displays a marked contrast between 
strict and free forms, the former being on occasions some-
what retrogressive, the equivalent of the influence of Keats 
on Williams, and the latter maintaining an exuberantly 
innovative use of language, which is paralleled in William's 
case by the impact of Whitman's iconoclasm. At this stage 
Enzensberger's answer to the problems of finding a suitable 
poetic form was in many instances to resort to a regular 
rhyme scheme and metre. This has already been remarked upon 
in discussion of "geburtsanzeige", but this poem is by no 
means isolated in verteidigung der wolfe: five other poems 
employ rhyme schemes of varying complexity - "kleiner herbst 
damon", "ravenna 11 , "er innerung an die schrecken der j ugend", 175 
"erinnerung an den tod" and "la forza del destine"; and two 
others, "fiir lot, einen makedonischen hirten" and "larisa", 
make use, as Holthusen points out, of the ballad and romance 
stanza with lines of four trochaic feet each after the manner 
of Lorca. 176 Less derivative, however, are those poems which 
employ a rigid pattern of repetition and variation: into 
this category come the four poems "candide", "befragung 
175. ~' pp.ll, 36 and 38. 
176. Hans Egon Holthusen, Die Zornigen, die Gesellschaft 










eines landstiirzers", 177 "befragung zur mitternacht" 178 and 
"bildzeitung", all of which cast some or all of their stanzas 
in a constant form, but each time with a differing content. 
"candide", like "bildzeitung", is of particular interest 
because it possesses over and above this an added dimension 
of complexity, involving three differing patterns of 
repetition in all. The first pattern is confined to the 
first strophe and consists of the simple repetition of the 
conjunction "w~hrend" followed by its dependent clause and 
corresponding main clause: it performs the function of 
providing a series of contrasts between the momentous and 
the trivial: 
wa4rend die stadt zerschmettert wird, 
holst du blaufelchen aus dem bach. 
w~hrend das weltall explodiert, 
schleuderst du. gern deinen honig .•. 
The second pattern is somewhat more complex and occurs over 
three strophes of six lines each: it demands that in the 
first line the construction "wichtig ist, dass du •.. " 
appear; in the second, the second person singular indicative 
of a verb followed by the interjection "(sela)"; in the 
third, the conjunction and adverb "wenn dann ..• 11 ; in the 
fourth, the phrase "zu sp~t"; in the fifth, an expression 
of time, "ein paar jahrhunderte", "ein paar kulturen" and 
"einige eiszeiten"; and in the final line the verb 11 Sich 
freuen". A central role is played by the last word in each 
of the three strophes, "schalen", "profil" and "aprikosen", 
177. v, p.37. 






since they comprise a major component in the third pattern 
of repetition, which is to be found in the final strophe. 
This strophe, consisting of a mere four lines, has the task 
of summarizing the preceding parts of the poem by repeating 
in a very concise form their principal content. Thus the 
first and second strophes, which contrast events on a major 
scale with the minor details of domestic life, are rendered 
as: 
damonie? ist gewohnlich dilettantismus. 
katastrophen? kaffeeklatsch der. geschichte .•. 
and the substance of the three following strophes is incor-
porated in the key-words "tonkri.igen" (which has replaced the 
related "schalen"), "profilen 11 and "aprikosen 11 : 
i.iberdauert von tonkri.igen, von profilen, 
und von deinen aprikosen, candide. 
A very similar compression occurs in the final strophe of 
"bildzeitung", where the three key-words in the preceding 
three strophes, "reich", "schon" and "stark", appear once 
again in new contexts. 1~ In poems of this kind Enzensberger 
was anticipating to a large degree later developments in his 
mastery of form. 
However, it was poems of another variety which began 
to dominate his first volume, establishing themselves 
almost absolutely in the second. If his so-called "angry" 
poems attracted the attention of reviewers and critics alike, 
it was because of his daring treatment of taboo subject-matter 
and his virtuoso command of language. The anarchic utopianism 
to which he aspired allowed him, it seems, the privilege of 
adopting a spontaneity which was satisfied with the fashioning 














of many poems from no more than a series of loosely 
connected linguistic and metaphorical "Einf~lle". Indeed, 
it is almost as if such poetic freedom was the necessary 
first step to sweeping away those aspects of civilization 
which are so harshly attacked in these "bose gedichte". 
One of the first critics to highlight the rather episodic 
nature of the poetry which resulted from Enzensberger's 
radical exuberance was Herbert Heckmann, who remarked upon 
the reliance of the poems on the techniques of advertising, 
with their rapid succession of striking images, phrased to 
achieve the impact of slogans: 
Profilierte Metaphern bilden die Gipfelpunkte des 
Verses. Frappierende Wendungen bannen die Aufmerk-
samkeit fur einen fluchtigen Moment, ohne sie zu 
fi}{ieren ... Das Fluchtige verlangt eine Vehemenz 
der Sprache, urn nachhaltig zu bleiben .•. Eine 
augenfallige Formulierung, optische Pragnanz eines 
Slogans bestimmen die Einpr~gsamkeit des Gedichts. 100 
The momentum and energy thus produced led another critic, 
Kurt Oppens, to comment in 1963: "Enzensbergers Gedichte 
kennzeichnet ein stark energistischer Zug, sie sind in 
erster Linie Aktionen ... in zweiter Linie und oft nur 
nebenher Kompositionen" . 181 For both Heckmann and Oppens, 
such qualities are not automatic targets for criticism, 
but their observations do underline the fact that consider-
ations other than the search for a coherent outer shape to 
the poem were in the poet's mind at the time of writing 
his "bose gedichte", in particular. It would be incorrect 
to assume that all the "bose gedichte" share these 
180. Herbert Heckmann, Wandlungen der Lyrik, op.cit., p.l4. 











characteristics: "geburtsanzeige 11 and "bildzeitung" are 
both classified in this category by Enzensberger, but, as 
has been demonstrated, these poems are constructed according 
to extremely rigid schemes, if, in the case of the former, 
the scheme is partly of a derivative nature. However, it is 
amongst those earlier poems concerned with subject-matter 
of a more or less political character that we find most 
frequently the type of poem that shall be referred to 
subsequently as the "catalogue" poem. 
"statue of liberty" 182 is an uncollected poem of the 
same vintage as the "bose gedichte", written possibly either 
during or after the poet's visit to the United States in 
1957. It has been chosen for examination here because it 
seems to be both a typical and a particularly bad example of 
the early catalogue poem, which may well account for the 
fact that it has not appeared in subsequent collection~ of 
his poetry: 
statue of liberty 
riesendame, erhabenes scheusal, umschifft 
von touristen, die dich, aus ihren galeeren jubelnd, 
mit verbundenen augen fotografieren, inbild 
der weiber amerikas! blechernes herz, vulva 
aus eiskrem! kosmetische gorge, die fackel 
in deiner rechten eine benzJ.nreklame, preisend 
das fette ol aus dem golf und durch die gebirge, 
die kaktuszonen, die pipelines, und den duft 
des reizenden dollars. in deiner linken 
die tafel, von tauben beschissen, entziffert 
vern mend allein und vielleicht von einem spion 
aus russland, spricht, ein verrosteter comic strip, 
von revolutionen. wuste, von allen gottern 
verlassene gottin, wie leer deine stirn ist! 
kein zeichen; nur manchmal, sehr fruh, und klar 
muss das meer sein, sehe ich uber dein gusseisernes 
makeup eine trane der ahnung rinnen. 






In this poem Enzensberger substitutes the values that 
this most famous symbol of the United States traditionally 
represents - individual freedom and equality of opportunity 
- with the realities of the brutal and avaricious, commercial 
society into which that nation has developed. This affords 
the one source of unity in the poem, since these realities 
of American life are presented throughout the poem as 
intimate components of the Statue of Liberty, in such a way 
that a non-American can recognize them immediately as being 
essentially American. Most of these realities-cum-values 
are concentrated in lines four to nine, from "blechernes 
herz" ·to 11 reizenden dollars", but appear also in the image 
"ein verrosteter comic strip" and in the last two lines. 
Sheet-metal or tin, ice-cream, cosmetics, advertisements for 
petrol, oil, pipelines, dollars, comic strips and makeup: 
all are products or terms strongly associated with or orig-
inating from the United States, which now symbolize through-
out the world the American way of life and the values it 
upholds. It need hardly be said that the end-result of 
such values, developed over two hundred years of United 
States history, is_ given a negative appraisal by the poet: 
the ideals upon which this nation was originally founded are 
now like the Statue of Liberty, their symbol, worn, rusty, 
covered in pigeon droppings, empty and barren. The reader 
is not left with an entirely negative impression, however, 
since the poem ends with the sentimental image of the 
''trane der ahnung", which expresses the continued existence 
iri that society of some vestiges of the initial spirit of 









The weakness of the final image is open to debate: if 
interpreted as an ironic gesture on the part of the poet, 
it conforms to the cheap sentimentality traded by that 
society and thus requires no further justificaton; as a 
. genuine expression of nostalgia, it falls prey to the "comic 
strip" mentality which~the poem sets out to attack. But a 
much more fundamental weakness is apparent here, one which 
is not confined to this particular poem: a construction 
which relies almost exclusively on a catalogue of miscellan-
eous facts, judgements and images, expressed mainly in brief, 
independent phrases or clauses, and attaining a collective 
significance only with the assistance of the title. A not 
dissimilar pattern has already been encountered in our 
examination of 11 sieg der weichseln", 183 where the poet 
employs a succession of short, sharp and simple sentences 
which lend the poem an appropriate dynamic aspect. In the 
case of "statue of liberty 11 , however, there is no sequence 
of events, if one excludes the behaviour of the tourists and 
the trickling of the tear of misgiving. It is basically a 
static poem which describes simply the result of the 
confrontation of an ideal with reality and could be 
concentrated into far fewer lines than it actually occupies. 
The notion of the Statue of Liberty reflecting no more than 
the true face of the society for which it is supposed to be 
the model is inspired, but Enzensberger becomes overwhelmed 
by what Gerhard Wolf calls "der unaufhaltsame Assoziations-









strom": 184 the poem is then carried to vulgar excess 
("vulva I aus eiskrem!"), with each image, it seems, trying 
to outdo the next in outrageousness, and succeeding in little 
more than reiterating the same idea ad nauseam. One feels 
here, as Karlheinz Deschner does in connection with "hotel 
fraternite", that the poem could be considerably abridged, 
with very little lost in the process: "Man konnte es ..• 
ohne Einbusse klirzen". ffiS 
In all fairness to Enzensberger, it could be argued 
that it never was his intention at this stage to employ a 
more sophisticated construction. As a prospectus for 
verteidigung der wolfe confirms, Enzensberger's major 
concern was for his poems to have an arresting effect on the 
ordinary reader, the man in the street: 
Hans Magnus Enzensberger will seine Gedichte 
verstanden wissen als Inschriften, Plakate, Flug-
blatter, in eine Mauer geri tzt, auf eine fil.auer 
geklebt, vor einer Mauer verteilti nicht im 
Raum sollen sie verklingen, in den Ohren des einen 
geduldigen Lesers, sondern vor den Augen vieler, 
· und gerade der Ungeduldigen, sollen sie stehen und 
leben, sollen auf sie wirken wie das Inserat in 
der Zeitung, das Plakat auf der Litfasssaule, die 
Schrift am Himmel. 
Repetition in the manner indicated above may be regarded 
as one means of achieving this aim: if one phrase does not 
penetrate the recipient's awareness, perhaps another with 
essentially similar content will. Nevertheless, these 
poems are not presented on posters, pamphlets or in newspaper 
184. Gerhard Wolf, Menetekel und Schattengefecht, op.cit., 
p.l02. Also characterized by Holthusen (op.cit., p. 
45) as "assoziative Reihung" and by Schlenstedt 
(Aufschrei und Unbehagen, op.cit., p.l20) as 
"Assoziationsreihung". 
185. Karlheinz Deschner, Talente, Dichter, Dilettanten, 












headlines. They appear, as do most other poems, as an 
uninterrupted sequence in a book and, unfortunately, are not 
for the most part read by the man in the street. They must 
therefore be judged as other poems are, in which case this 
catalogue technique, if it may be called such, may be 
criticized as a potential source of weakness, a weakness 
aptly pinpointed by Patrick Bridgwater: 
'No one could accuse Enzensberger of lacking style; 
he is a brilliant stylist; but the very diversity 
of his imagery and vocabulary sometimes seems to 
replace poetic form .•. Too often in his first two 
collections the images, ideas or slogans are strung 
together in an uncritical manner, resulting in a 
satirical collage rather than a poetically effective 
pattern, a pre-poetic statement rather than a 
poetic enactment. 1~ 
A brief glance at certain poems, related in form to "statue 
of liberty" and spanning Enzensberger's entire poetic 
career, will provide a somewhat broader base for character-
ization and criticism of the technique. 
Perhaps the most striking example of the catalogue 
poem in verteidigung der wolfe is "goldener schnittmuster-
bogen zur poetischen wiederaufrustung", in which items 
stemming from a much vlider variety of sources than in 
"statue of liberty" are listed, largely as an expression 
of the poet's total freedom in his choice of language.~7 
In contrast to "statue of liberty", it is not so much 
repetition which irritates the reader here, although it 
is present, disguised under the rapid switches in language 
186. Patrick Bridgwater, Hans Magnus Enzensberger, op.cit., 
p.250. ' . 
187. See "Language as Mosaic", p.l94, where an extensive 














levels, as the fact that the very diversity and quantity of 
material cannot be absorbed into a poem except in the form 
of a catalogue. This is the substance of a remark made by 
Peter Rllhmkorf in a review of landessprache where he 
maintains that "mancher Vers Enzensbergers auch ein Zuviel 
an Stoff aufnahm, mehr als er zu tragen und asthetisch zu verdauen 
fahig war." 188 It is above all the long poems "landessprache", 
"schaum" and "gewimrner und firmament" in Enzensberger's 
second volume of poetry which display this fault, a fault 
which perhaps explains in part their excessive length. But 
it is also apparent in the following extract from a shorter 
poem, "die grossen erfindungen", where it seems as if the 
poet feels it necessary to mention by name every aspect 
of the contemporary world which is repugnant to him: 
die grossen erfindungen: 
schlachthauser, bullen und hymnen, 
abtreibungen, weltreiche, Stempel, 
unaufhBrlich schreiende bahnsteige,_ 
fahneneide und gaskessel, lampenschirme 
aus der traurigen haut der geschBpfe; 
tugenden ausgerufen von mBrdern, buchhaltern 
und ministern, gesetze verkundet: 
glasaugen, zinseszinzen und schusse . 
In "goldener schnittmusterbogen ... "and particularly "die 
grossen erfindungen" extreme instances of the catalogue 
technique have been selected, in which the poet has been 
reduced to compiling a list of single substantives. But 
even in a more ingenious and successful poem, such as 
"blindlings", Enzensberger decides to realize his phantasy 
of a world in which normal vision becomes a social taboo 
by little more than a simple inventory of the consequences 
of such a situation. Despite the sophistication and 
188. Peter Ruhmkorf, Enzensbergers problematische 












unifying nature of paradox and imagery relating to vision, 
the poem verges on the cheap and loose repetitiveness of 
"statue of liberty" and is thus typical of the dominant 
form chosen by Enzensberger in his earlier work. Not that 
his subsequent work is entirely free from these character-
istics. One of the less inspired poems in the collection 
blindenschrift, entitled "bildnis eines spitzels", for 
instance, is written in a manner indistinguishable from 
that of many of its predecessors. In this poem Enzensberger 
makes no secret of his disdain for the species store-
detective, a disdain which can only be accommodated in the 
following manner: 
er ist neunundzwanzig, 
hat sinn fur das hohere, 
schlaft schlecht und allein 
mit broschuren und mitessern, 
hasst den chef und den supermarkt, 
die kommunisten, die v7eiber, 
die hausbesitzer, sich selbst 
und seine zerbissenen fingernagel ••. 
From the publication of blindenschrift onwards however, 
such aberrations have become increasingly rare. The 
catalogue poem has not been abandoned by Enzensberger; he 
has sought instead to develop and refine it, in short, to 
control it. This has not resulted in any one standard form, 
but in a variety of forms devised according to the require-
ments of the occasion, ranging from the organization of 
catalogues in patterns of repetition and variation to their 
arrangement in a narrative sequence. It is possible here 
to consider only a small number of such poems, but it is 
hoped that this survey of forms all related in origin will 
be sufficient to convince the reader that Enzensberger's 








advances which have taken place in his mastery of form 
since his early undisciplined efforts. 
The poem "kuchenzettel" opens blindenschrift, and in 
it one can immediately discern a deliberate ordering in 
the lists of single substantives set down in earlier poems 
under the imposition of an "Assoziationsstrom" with which 
the poet was unwilling to tamper. 
kuchenzettel 
an einem mussigen nachmittag, 
heute 
seh ich in meinem haus 
durch die offene kuchentur 
eine milchkanne ein zwiebel-
brett 
einen katzenteller. 
auf dem tisch liegt ein 
telegramm. 
ich habe es nicht gelesen. 
in einem museum zu amsterdam 
sah ich auf einem alten bild 
durch die offene kuchentur 
eine milchkanne einenbrotkorb 
einen katzenteller. 
auf dem tisch lag ein brief. 
ich hab ihn nicht gelesen. 
in einem sommerhaus an der 
moskwa 
sah ich vor wenigen wochen 
durch die offene kuchentur 
einen brotkorb ein zwiebel-
brett 
einen katzenteller. 
auf dem tisch lag die 
zeitung. 
ich habe sie nicht gelesen. 
durch die offene kuchentur 
seh ich vergossene milch 
dreissigjahrige kriege 




links unten ganz in der ecke 
seh ich einen katzenteller. 
In the first three strophes a brief catalogue of a total of 
four differing items- "eine milchkanne", "ein zwiebelbrett", 
11 einen katzenteller" and "einen brotkorb" - appears three 
times, each time excluding one of the items, so that each 
item, with the exception of 11 katzenteller", is repeated 
only once. These items, as pointed out earlier in this 
study, 189 represent the constant, everyday essentials of 










life and are framed in each of the first three strophes in 
varying time-schemes and geographical locations: "heute in 
meinem haus", the present; "in einem museum zu amsterdam 
auf einem alten bild", the distant past; and "in einem 
sommerhaus an der moskwa ... vor wenigen wochen", the recent 
past. In the fourth strophe three of the four items, or 
ones closely linked are juxtaposed with others which appear 
superficially to be of more consequence: "milchkanne", now 
"vergossene milch" precedes "dreissigjahrige kriege" 
(corresponding in time to the "altes bild" and perhaps the 
period 1914-1945); "zwiebelbrett", now "tranen auf zwiebel-
brettern", precedes "anti-raketen-raketen"; and "brotkorb 11 , 
now "brotkorbe", precedes "klassenkampfe" (which bears 
some relation to the geographical location "moskwa"). It 
is interesting to note that "vergossene milch" and "tranen 
auf zwiebelbrettern" both represent minor domestic disasters 
or irritations, contrasting with the major upheavals caused 
by wars and weaponry. The final item, the "katzenteller", 
is reserved for a two-line coda, which emphasizes once more 
the importance of such a basic article, but also, by 
positioning it in an inconspicuous situation ("links unten 
ganz in der ecke") , the fact that its existence is taken 
for. granted. The fourth strophe makes fairly explicit the 
significance that seemingly trivial articles have for the 
poet: in the first three strophes this is reinforced not 
only by the varying scales of place and time, but also by 
the last two lines of each strophe, which are identical 
apart from one noun and its corresponding pronoun . "tele-









outside world of missiles and class struggles; but the poet 
chooses to disregard them ("ich habe es I ihn I sie nicht 
gelesen") and prefers to concentrate his attention on what 
is truly lasting. "klichenzettel" shows clear evidence of 
a development from the aggressive body of 11 bose gedichte" 
in Enzensberger's two early volumes, not only in the modest 
conclusions reached, but also in the means used to achieve 
this. The catalogue here is limited to four basic items 
which are not squandered in the first strophe, but are 
applied economically in changing variations, gaining, despite 
their outward simplicity, an increasing significance with 
each repetition. 
In "middle class blues" we are faced with a catalogue 
of a different kind, but treated, as in "klichenzettel", 
within a pattern of repetition and variation. Involved 
here are not so much lists of single items, although one is 
present in the second stanza, as a series of simple sentences, 
limited to a maximum of five or six words each, placed one 
after the other in monotonous succession. The monotony, 
however, does not arise solely out of this single rigid 
syntactical pattern, but also out of the fact that, with 
the exception of the last three independent lines, each line 
begins either with the pronoun "wir" or with one of the 
four nominative forms of the definite article: 
fuiddle class blues 
wir konnen nicht klagen. wir essen das gras. 
wir haben zu tun. · wir essen das sozialprodukt. 
wir sind satt. wir essen die fingernagel. 















die strassen sind leer. 
die abschlusse sind perfekt. 
die sirenen schweigen. 
das geht voruber. 
die toten haben ihr testa-
ment gemacht. 
der regen hat nachgelassen. 
der krieg ist noch nicht 
· erklart. 
das hat keine eile. 
268. 
wir haben nichts zu verheim-
lichen. 
wir haben nichts zu versaumen. 
wir haben nichts zu sagen. 
wir haben. · 
die uhr ist aufgezogen. 
die verhaltnisse sind geordnet. 
die teller sind abgespult. 
der letzte autobus fahrt 
vorbei. 
er ist leer. 
wir konnen nicht klagen. 
worauf warten wir noch? 
The term "blues" in the title, which shows a characteristic 
borrowing from a foreign language,~0 reflects the rather 
melancholy mood of the poem. It is a musical term desig-
nating a slow, mournful song with a steady underlying 
rhythm and originating from the folksong of the American 
Negro; but it has also become a universal expression for a 
state of depression, often associated with thwarted love. 
In this case, however, it is boredom and unfulfilled 
expectancy which contribute most to the melancholic atmos-
phere. Statements such as "wir konnen nicht klagen. I wir 
haben zu tun. I wir sind satt 11 and "die abschlusse sind 
perfekt" do not express so much satisfaction as resignation 
to a monotonous, if ordered and prosperous existence, in 
which something vital appears to be lacking: "worauf warten 
wir noch?" What is in fact missing may be inferred from 
the relationship established between growth, consumption 
and the past evident in stanzas two and five. The second 
stanza is the only one to break the pattern of one-line 
190. Cf. "call it love", "carceri d'invenzione", "Corps 














simple sentences, by providing its sole verb with multiple 
alternative subjects in succeeding lines, and is thus able 
to link formally four quite independent areas of growth: 
physical growth of the human and vegetable variety, economic 
. growth and, finally, growth in a temporal sense, "die 
vergangenheit". Between this and the fifth stanza come two 
others which inject a sinister tone into the poem, particularly 
in the lines, "die sirenen schweigen. I das geht voriiber 11 , 
"die toten haben ihr testament gemacht 11 and "der krieg ist 
noch nicht erkl~rt ". War- alluded to also by "sirenen" 
and "toten" - is something to be expected in this climate of 
satiety, its absence temporary, even abnormal. In the fifth 
stanza the question of consumption is reintroduced with the 
phrase "wir essen", first encountered in stanza one, now 
attached to the four growth products of the second stanza. 
It is not merely a consumption of the "sozialprodukt" at 
issue here, but also of items not usually 11 Consumed": grass, 
fingernails and the past. This is the consumer society 
carried to the point of logical absurdity, all-consuming 
and self-consuming, where consumption of the past, which 
implies its disposability and therefore its effacement, 
can lead to self-destruction in the form of recurring war. 
Applied specifically to the West German situation, this poem 
becomes yet another warning to a middle class, trying to 
bury a receding distasteful past beneath an impatient 
consumerism, that this course can only result in a repetition 
of the events of the past. The essentially negative aspects 
of possession, a necessary adjunct to consumerism, are 











haben", arrived at by the sudden elimination of "nichts" 
and the corresponding infinitive phrase, explains the bored 
dissatisfaction of the collective self and at the same time. 
reinforces the negative associations of possession. The 
very absence of "nichts 11 , which the reader has come to 
expect owing to the pattern established in the three pre-
ceding lines, focusses attention on the last line, which 
nevertheless continues to echo negation. 
Stanzas two and five, and stanza six, constitute what 
may be termed "sub-patterns" within the larger pattern 
dominating the whole poem. This pattern forms the steady 
underlying rhythmical corollary to the melancholy mood of 
the 11 blues" announced in the title; but there is another 
facet to the monotonous repetition: the poem is a kind of 
litany, a tedious catalogue of emptiness and apathy mouthed 
by the middle class themselves •191 Enzensberger is able to 
s~tand back and allow the objects .of his disdain to damn 
themselves with their own utterances. 
A sophisticated catalogue technique is put to use in 
two poems of a somewhat trivial and ephemeral nature from 
the collection Gedichte 1955-1970. Both involve a detailed 
examination by the poet of the multitude of uses commanded 
by a single word. "Unterschrift 11 192 consists of a list of 
expressions governed by the preposition "unter", but the 
191. Enzensberger devises a litany along similar lines in 
a later poem very close in theme to "middle class 
blues 11 : "Lied von denen auf die alles zutrifft und 
die alles schon wissen" (G, p.l54). Here he operates 
with an even more limited-number of variables, the 
poem being dominated syntactically throughout by the 
subordin~te clause-main clause combination: "Dass ... 
I das wissen wir schon". 










word also features as a prefix ("Unter unterwiirfigen Unter-
driickern") and as an adverb ("zuunterst"). The list, which 
is arranged in triplets, is concluded by a solitary and bare 
three lines free of the influence of "unter": "schreibe I 
ich I dies." The poem draws its language from many sources 
- politics, bureaucracy, the armed forces, the law and 
common idiom, amongst others: nevertheless all are clearly 
unified by their subordination to the word "unter". In 
!'Innenleben" 193 the key word is deliberately omitted, and it 
is left to the reader to deduce its identity. The poem 
thus comprises an indisputable example of what Otto 
Knorrich calls" .•• eine Grundfigur des Enzensbergerschen 
Gedichts: Es ist die in additiven Reihungen von Benennungen 
und Bildern fortschreitende Annaherung an den gemeinten 
'Sachverhalt', die diesen zugleich enthullt und verhiillt. 11194 
The "Sachverhalt" or key word in this case is "Herz", and 
the poet has gathered here in distinct grammatical groups 
words or phrases all connected either literally or figur-
atively with this organ. The second strophe gives a list 
of its common adjectival complements: "Es ist steinern I 
es ist weich" etc.; the fourth provides nouns which are 
compounded with it: e.g. "Klappen" (="Herzklappen"). Its 
identity is hidden either in the pronoun "es" or in an 
adverbial expression such as "darunter" or "darauf''. Both 
this poem and "Unterschrift" are extreme examples of "Ent-
stellung11, since they list large numbers of expressions 
with common origins which would not normally be found in 
193. Ibid., p.l35. 
















such close proximity. This has the effect of putting into 
question the meaning of everyday expressions and idioms 
which are taken for granted - particularly in grotesque 
juxtapositions such as "tvir griissen von ihm [ dem Herzen] 
I Wir essen es in Aspik" and "unter den Unterrocken unter 
Gar an tie". 
The penultimate line of "Innenleben", "Wir machen 
eine Hordergrube daraus", affords a link with a poem from 
Enzensberger's earliest collection entitled "r~tsel",~5 
which ends with the three lines: "ein muskel sprachlos 
klopft I in unserem leib in der morder- lgrube: das alte 
r~tsel". The riddle here is without doubt the heart, 
once again not referred to explicitly, but described 
obliquely, this time in a catalogue of its physical and 
biological attributes: "es ist eine hohle taub, dump£, I 
blutig, eine druse aus fleisch, I rosa maul eines raubtiers, 
I maelstrom schwarz, quicke gischt ". "r~tsel" also 
corresponds therefore to Knorrich's characterization, 
providing in addition what might be a convenient name for 
a specialized type of catalogue poem, amongst which the 
poems "geburtstagsbrief", "Beschreibung eines Dickichts" 
and "Eine schwache Erinnerung", as well as "Innenleben", 
are to be numbered: namely, the "riddle" poem. Such poems 
choose to approach their subject by drawing around it a 
series of ever tighter concentric rings stopping just short 
of a unifying core: in "Innenleben" and "r~tsel" it is the 
heart, in "geburtstagsbrief" a skull, in "Beschreibung eines 










Dickichts" political apathy, and in "Eine schwache Erinne-
rung" the essence of revolutionary struggle. 
Finally, a note about Mausoleum. Because the ballads 
include in their narrative content a compressed biography 
of most of the historical personages involved, Enzensberger 
finds that this is best rendered by reducing the events of 
a lengthy period of time to a catalogue of short, dis-
jointed phrases, sentences - often lacking a verb - and 
single nouns. This is well illustrated in the ballad 
"H.M.S. (1841-1904)" 1% which concerns the explorer Henry 
Horgan Stanley. The ballad consists of eight separate 
sections, four of which are labelled 11 Ansichtskarte", three 
"Inventar einer Expedition 11 and the final one simply, 
"Envoi". The former enumerate in the sparse fashion 
indicated above character traits and biographical events: 
Schuch tern, weinerlich, irnmer gekra.nkt: 
"Ich bin nicht in diese Welt geboren, 
urn glucklich zu sein. 11 Grosse Fusse, 
rotes Gesicht. 25 Jahre Malaria: 
Schuttelfrost. Das Bett zittert, 
die Glaser auf dem Nachttisch 
klirren die ganze Nacht. Senilit~t. 
Kauft sich ein kleines Landgut in Surrey ... etc. 
The latter is precisely what it su9gests: an inventory for 
an expedition, and thus represents the most extreme - and 
unashamed - application of the catalogue in Enzensberger's 
work: 
Zwei sechzehnschussige Gewehre (ein Winchester, eine 
Henry); drei 
Hinterlader (zwei Starr und ein Jocelyn); eine Elefan-
tenbuchse; eine 
Doppelflinte mit. glatt gezogenem Lauf; zwei Revolver 
•.. etc. 













In this context, however, the catalogue has a particular 
appropriateness, even if it is perhaps a little elaborate, 
since its thoroughness reveals the ruthless efficiency of 
a man who is described, in quotation, thus: 
"Ein einziger Privatmann 
hat der z1vilisierten Welt 
mehr als funf Millionen km2 
einverleibt:" 
Our tracing of the development of the catalogue poem 
shows how an able poet can profit from his own weaknesses 
and transform them into an effective means of poetic 
expression. Matching petulant abuse and demands for 
political change of a radical, indeed anarchic nature with 
a poetic anarchy resulted in work that succeeded only in 
fleeting moments. The heterogeneous catalogue detailed 
by the author almost invariably contained an item that 
caught the reader's fancy, but this was seldom sufficiently 
supported by an accompanying comprehensive structure 
linking it with other such items in a harmonious whole. As 
Enzensberger became increasingly disillusioned with the 
poem as a political weapon, however, he not only softened 
his tone, but also displayed a correspondingly greater 
control of form and was able to employ the catalogue in 
more symmetrical and unified patterns. He had thus found 
his own "measure" without having to abandon entirely the 
form which launched him into a successful career as a poet. 
In our survey of the varying techniques embodying 
conflict, which concludes with this discussion of the 
"catalogue" poem, we have considered a broad range of 
devices. If it appears that the range has been too broad, 
it must be emphasized that the intention never was to 













establish the essential homogeneity and interdependence of 
the varying techniques, but merely to show that they all 
relate to one common factor: an attitude of divided.ness 
on the part of the poet. In other respects they retain 
their individual identity. The first and most important 
complex to be examined was that of "Entstellung 1': briefly, 
the term refers to language which is dislocated and re-
assembled in original and disconcerting forms. Enzensberger 
applies the technique principally in his frequent use of 
paradox and his mixture of language levels, both of 
which juxtapose elements normally at variance with one 
another. Paradox was demonstrated to be the inspirational 
force behind the poems "sieg der weichseln" and "abgelegenes 
haus" i and in 11 aschernittwoch'l, '1 isotop" and npurgatorio" 
Enzensberger's radical amalgamation of language from con-
flicting spheres was claimed to be a means of distancing 
himself and the reader from subject-matter which tends 
to numb and absorb the emotions. Another complex comprises 
poems constructed in the form of a dialogue, in which 
opposing points of view are presented; although such a 
dialogue stems from an internal source, one side is 
occasionally projected on to an external protagonist, a 
"Doppelganger 11 , such as the "vogel in meinem kopfn in 
"lachesis lapponica". The final complex arises from the 
poet's oscillating attitude towards the efficacy of poetry 
in a political context: sometimes, as in "sozialpartner in 
der riistungsindustrie" he approaches his subject-matter 
directly and without pausing to order or censor his 










proceeds economically and precisely, forcing the reader 
to reach his own conclusions. It is as if the political 
urgency in the first category is counterbalanced in the 
second by the realization that neither poetry nor the 
alteration of political awareness can be hurried. Enzens-
berger's "Getheiltheit" takes many forms in his worJ<:, but 
the result in the more successful instances has not been 
poems which "sich sorgfaltig mit eigenen handen [zerraufen] ", 
like his divided Germany, but ones in which his internal 
differences are weighed up in a fruitful state of dialec-
tical tension. If the way to such poems seems tortuous, it 













The two variables "Spatzen" and "Kanonen", appropriated 
from the idiom "mit Kanonen auf Spatzen schiessen", are used 
by Enzensberger in the poem "Zwei Fehler" to represent the 
unequal opposites of poetry and the institutions of power. 
The poem attempts to evade both the absurdity of employing 
poetry as a means of subverting the institutions of power 
and the effort wasted by attacking the self-indulgence of 
poetry instead of organizing effective opposition against 
those same institutions. The writing of poetry emerges as 
an acceptable activity, albeit of very modest proportions. 
But if Enzensberger is able to determine here the place of 
poetry in society, his own position remains problematic. 
For, operating as he does on an individual basis againstthe 
conspiracies of the manipulators, he himself amounts to 
little more than a sparrow chirping in fury at impassive 
cannon. Enzensberger's inversion of the idiom in "Zwei 
Fehler" thus conveniently represents as well one half of the 
conflict investigated in this study: the ineffectual 
political commitment of an individual. The other half is 
of course the resignation resulting from an insight into 
the futility of that cornmi tmentj and poetry has been the 
medium most often resorted to in order to express this 
resignation. 
In the earlier years of his literary career Enzens-
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berger tried valiantly to secure for poetry an independent 
and influential role in society. Not only did he launch his 
most bitter and provocative attacks against the manipulators 
and their apathetic victims from a poetic platform, but in 
a series of ingeniously reasoned essays he bestowed a 
political potential on all poetry worthy of the name, by 
arguing that even the most hermetic and uncompromising work 
exerted a subtle political influence through the medium of 
language. His poetic onslaught was however counterbalanced 
by the desire to withdraw into a private, lyrical world, a 
refuge from the synthetic and grasping sphere of "schaum" 
and ." gewimmer". A growing suspicion and the eventual 
recognition of the fact that his cries of warning were 
. going unheeded led to an attempted total withdrawal from 
society into the isolated self. The attempt did not succeed, 
since society managed to intrude insidiously on the privacy 
of the isolated self, provoking irritation, unease and 
eventually a reluctant dialogue. Political events of the 
late l960's not only prompted the poet to abandon isolation, 
but they also dispelled all remaining confidence in poetry's 
active social role: its importance was minimized while the 
more pressing needs of political re-education were attended 
to. When these efforts in turn produced meagre or indiff-
erent results, poetry afforded some relief by venting the 
ensuing frustration. Although Enzensberger has never -
except possibly in Mausoleum - been able to combine the 
worlds of poetry and politics to his entire satisfaction, 
whenever he has laid undue emphasis on the one, the other 







This study set out to demonstrate that such a funda-
mental conflict must influence the very structure of 
Enzensberger's poems and the composition of their language. 
Five patterns in all were identified which provide supporting 
evidence for this assumption. These patterns may be divided 
into two principal groupings: those in the first present a 
direct confrontation within the individual poem of conflict-
ing elements, allowing them to reach a paradoxical unity in 
their disharmony; those in the second reveal in comparisons 
of separate poems the poet's uncertainty as to how to shape 
his work, whether to pursue short-term political effects or 
long-term poetic value. In the principle of "Entstellung", 
acquired from his study of Brentano, and most probably from 
Benn and Brecht as well, Enzensberger found the basis for 
a language capable of expressing not only the dissonance 
of the modern world, but also his own complex, divided 
inner state; a la~guage which denies words their conven-
tional usage, revitalizing them in jarring and bewildering 
combinations. Two varieties of "entstellte Sprache" 
particularly favoured by Enzensberger are paradox and the 
10 Mosaikspiel" or "Montagekunst". Paradox is an effective 
literary means of uniting what is superficially incompatible, 
occurring in Enzensberger's work not only in isolated 
instances within individual poems, but also comprising on 
occasions the central pivot on which a whole poem may turn. 
The juxtaposition of sharply contrasting modes of language, 
as in the "Mosaikspiel", not only exposes a principle of 
tension and dividedness working within the language itself, 








reader. This introduces into poems with political content 
an active element, raising them above the level of a mere 
personal lament or protest. Too severe an application of 
this technique may, however, alienate the reader and 
nullify the poem's political intent. Poems which employ a 
"Doppelga~ger 11 or are based on the interplay of two distinct 
voices consciously incorporate tension into their very shape 
and represent the most explicit formal acknowledgement of 
conflict .. In "lachesis lapponica", for example, content 
and form are fused in this manner to create one of Enzens-
berger's most outstanding poems. The phrase "redender Rauch 
und redendes Glas" has been used to denote the extremes of 
comprehensibility encountered in Enzensberger's work, 
between the clear and direct and the dark and oblique. 
These extremes appear to follow a pattern of the utmost 
proximity to a. given subject or the utmost distance, depending 
on whether the poet has the immediacy of political rage to 
communicate or cool indifference. Finally, it is evident 
that the poet's emotional political spontaneity allowed him 
to cast his poems in a loose "catalogue" form, which in the 
course of time, as he came to doubt the political efficacy 
of any poetry anGl.-wa-s able to maintain a greater distance 
from his "Gegenstand", developed more mature, disciplined 
variations. 
At this point we must face a question which has hither-
to been avoided: in view of Enzensberger's increasing 
misgivings about poetry's significance in a political 
context, in what respects does he fit the category of 
political poet? Most critics have made the assumption that 










he does fit this category or have at least implied the 
fact, without pausing to outline or even ponder a working 
definition of the term. Alfred Andersch, when reviewing 
verteidigung der wolfe in 1958, claimed that Enzensberger 
was the first to produce what had not existed in Germany 
since Brecht: "das. grosse politische Gedicht"; 1 Harald 
Hartung describes the "Gesch~ft des politischen Dichters", 
as practised by Enzensberger, as requiring "Mut, als Politiker 
und zugleich als Poet zu scheitern"; 2 Gotthart Wunberg 
entitles his important article "Die Funktion des Zitats in 
den politischen Gedichten von Hans Magnus Enzensberger" -
intimating admittedly that the poet does not confine himself 
to this one type of poem; Dieter Schlenstedt refers to 
Enzensberger as "Meister des politischen Gedichts in Deutsch-
land"; 3 and, finally, Rainer Hans Dimter states quite 
simply: "Seine Gedichte konnen von Anfang an als politische 
Gedichte eingestuft Werden, da sie grosstenteils in den zeit-
und. gesellschaftskritischen Bereich fallen". 4 In this last 
statement Dimter does offer something of a definition of 
the category, but if one bears in mind the observations made 
by the poet himself on the subject, then Dimter's definition 
appears crude and unconvincing. Just what constitutes 
1. Alfred Andersch, 1 (in Worten: ein) zorniger junger 
Mann, op.cit., p.l3 . 
2. Harald Hartung, Zeitgedicht in dieser Zeit, Frankfurter 
Hefte, Janua~y 1962~ p.62. 
3. Dieter Schlenstedt, Aufschrei und Unbehagen, op.cit., 
p.l26. . 
4. Rainer Hans Dimter, Eine ideologiekritische Untersuchung 










political poetry is open to much debate: neither Enzens-
berger nor Dimter has contributed the last word on the 
matter. But if we are to classify Enzensberger as a 
political poet, then our definition must take into account 
the conflict. which has been pursued in this study. The 
conflict provides the decided advantage of a compromising 
factor for an area where extremes of definition would seem 
to apply. In order to determine precisely where the com-
promise arises, let us consider briefly some of the 
definitions advanced by the opposing extremes. 
The extremes are represented either by definitions 
which are too limited in scope or by those which are too 
comprehensive. In the interests of economy we shall 
confine ourselves here to mentioning two proponents only of 
each. Certain literary theorists have found it convenient 
to define as "political" only those poems which are directed 
towards the exposure or the changing of a concrete political 
situation, thus reducing the area of enquiry to manageable 
proportions. Kate Hamburger, for instance, regards 
"politische Lyrik" as "spezifisch objektorientiert", and 
expressly excludes from her definition poetry which portrays 
the emotional reaction of an individual to a political 
situation: 
5. 
Der ~egriff politische Lyrik ist dabei nur in dem 
Sinne zu verstehen, dass eine politische Situation 
als solche Gegenstand des Gedichts ist, nicht aber 
bloss der Anlass emotionalen Erlebens und Dichtens 
... Wenn es gewiss auch eine breite Skala von Uber-
gangen zwischen emotionalen und sachlich-kritischen 
· Gedichten gibt, die durch politische Ereignisse und 
Situationen veranla§st sind, so ist es dennoch 
legitim, nur die letzteren als echte politische 
Lyrik zu verstehen. 5 
Kate Hamburger, Die Logik der Dichtung, 2nd rev. ed., 








This view is reiterated by Walter Hinderer as the basis of 
his criticism of Enzensberger's poetry, claiming that it is 
not so much the nGegenstand 11 which the poet evokes, but his 
own emotions in response to it. 6 Elsewhere he introduces 
the useful term "Wirklichkeitszusammenhang" 7 as a measure of 
the poem's relation to a concrete political situation: a 
poem with a loose or unfounded "Wirklichkeitszusammenhang", 
such as Enzensberger's "Der Papier-Truthahn", suffers an 
impaired "Mitteilungscharakter" 8 and therefore lacks 
political effectiveness. Hinderer also takes issue with 
another writer on the political lyric, Ingrid Girschner-Woldt, 
by insisting that only those texts which are motivated by 
"eindeutig politischen Intentionen 119 can be subsumed under 
the category. From this brief resume of the theories of 
Hamburger and Hinderer it can be seen that the distinctions 
made are highly artificial and drawn for the sake of con-
venience. By demanding the inclusion of a plausible and 
immediately recognized political "Gegenstand" they may be 
able to interpret and evaluate political poems according to 
their accessibility for the reader, the 11 Leserrolle •.• , 
die in ihnen angelegt ist", 10 but they choose to ignore or 
6. See Chapter I, p.27. 
7. Walter Hinderer, Probleme politischer Lyrik heute, 
op.cit., p.l02ff. 
8. Ibid., p.ll7. 
9. Ibid., p.98. Girschner-Woldt has acknowledged the 
possibility of some poems assuming a political function 
in certain historical circumstances, even contrary to 
the original intentions of the author, and has proposed 
for this category the term "funktional politische · 
Lyrik 11 , as distinct from "intentional politische Lyrik". 
(Theorie der modernen politischen Lyrik, Spiess, Berlin, 
1971, p.lO). 








underplay the essential lyrical and therefore subjective 
component. 
If the conclusions reached by the above two theorists 
seem incomplete, they have at least endeavoured to isolate 
political poetry as an independent lyrical manifestation. 
At the opposite extreme we encounter writers such as Adorno 
and Enzensberger himself, who consider a poem's political 
content not as a function of its reflection of a political 
reality, but as a product of the expression of individual 
impulses in a society which imposes mass conformity. Their 
contributions to the question were discussed in some detail 
in Chapter II: 11 it will s~ffice here to repeat in summary 
that in their opinion the individual impulses released in 
a poem find their clearest expression not in shrill protest 
or biting satire, but in the development and even subversion 
of language, which comprises the indissoluble link between 
the individual and society. The theory is not without 
ingenuity and has been applied recently with some success 
by Carl Pietzcker in order to prove that Brecht's poetry 
developed in a continuous process and did not suffer an 
irreconcilable break between its pre-Marxist and Marxist 
phases. 12 However, this approach, gives excessive weight to 
the individual apo~itical utterance, to the extent that, 
as even Enzensbe~ger himself is prepared to admit, nonsense 
11. Pp.41-54. 
12. Carl Pietzcker, Die Lyrik des jungen Brecht, Suhrkamp, 
Frankfurt am Main, 1974, p.l3: "Methodische Vorausset-
zung der hier vorgelegten Studie ist die Uberzeugung, 
dass Gedichte in~ivi~uelle gesellschaftliche Kusse-
rungen sind, Ausserungen eines Individuums, das als 
soiches gesellschaftlich ist und sich von seinem ge-
sellschaftlichen Ort aus zur Gesellschaft verhalt -










is made of conventional political dis·tinctions: "Mancher 
konigstreue Landedelmann erschiene dann als Umsturzler, 
mancher politische Jakobiner als poetischer Dunkelmann" i 13 
The definition is obviously too undiscriminating and to 
apply it to Enzensberger's own work tells us little about 
its specific direction. 
If Enzensberger's poetry tends on the one hand to 
subjectivize or even distort political reality, and if on 
the other hand it defies his own guidelines and includes 
political material from external sources, then, according 
to the respective definitions of political poetry, it is 
flawed. While this study has not been sparing with 
criticism, where necessary, it has also taken pains to 
emphasize those instances in which the poet has wrought a 
successful poem: several of those poems which have 
received positive evaluations, such as "aschermittwoch 11 , 
"lachesis lapponican and "An Niccolo Machiavelli", not only 
introduce explicitly political material, but also express 
a highly subjective reaction to it, whether it be nuclear 
devastation, the insistence of facile, opposing ideological 
slogans or a never changing pattern of power. We are 
therefore compelled to find a new framework for the political 
poem, vJith sufficient flexibility to accommodate both 
factors. Karl Krolow in his essay "Das politische als 
das offentliche Gedicht '! provides some assistance in this 
task. He draws his model for "das offentliche Gedicht" 
from non-German poets, such as Auden, Archibald Macleish, 












Aragon and Neruda, and numbers amongst its distinguishing 
features a reluctance to comment directly or to promote 
a party-line, 14 and, more importantly for our purposes, 
the documenting of an indivitlual's relationship with the 
public, and therefore social and political, issues of his 
time. 15 It is significant that Krolow singles out Enzens-
berger as one of the few contemporary German poets offering 
in his work II Auseinandersetzungen mit offentlichen Zustanden. II 16 
Our investigation shows that the '~usein4rsetzung" e~gaged in 
by Enzensberger may involve an external partner in the form 
of a specific political situation or, as in "lachesis 
1apponica", it may arise from a purely internal ambivalence 
to the public sphere as a whole. This latter process is by 
no means peculiar to Enzensberger: it is apparent, for 
example, in Brecht's "Schlechte Zeit fur Lyrik 11 , 17 where the 
poet is torn between a desire to celebrate "den bllihenden 
Apfelbaum" and the necessity of combating "die Reden des 
Anstreichers". Unlike Enzensberger in 11 lachesis lapponica", 
however, Brecht leaves no doubt as to which impulse gains 
the upper hand. Such poetry, although it records an inner 
struggle, is not entirely divorced from the public realm, 
is not purely autonomous, since, as Hans Riebel asserts, 
its autonomous bias nevertheless: 
14. Karl Krolow, Aspekte zeitgenossischer deutscher 
Lyrik, op.cit., pp.78-79. 
15. Ibid., p.87. 
16. Ibid., p.l07. 






... nimmt raffiniert die Selbstkritik als Engagement 
in sich auf und darin ist die Autonomie nicht mehr 
reine Autonomie, insofern sie tatsachlich mit sich 
selbst nicht mehr zufrieden ist und sich selbst 
auf ihrem Gebiete ideologiekritisch zu uberschreiten 
versucht. 18 
The "Selbstkritik" practised by Enzensberger in some of 
his poetry is perhaps the necessary preliminary to a return 
to the world of active politics, after a period of withdrawal 
occasioned by disillusion. 
If we accept as political poetry, then 1 those poems 
in which an individual attempts to come to terms not only 
with specific political situations, but also with the very 
idea of political involvement, Enzensberger is very much a 
political poet, since the bulk of his work has revolved 
around such preoccupations. In terms of this definition, 
political poetry is not necessarily in pursuit of political 
effectiveness nor is it reduced to mere linguistic innova-
tion, but draws its inspiration from a particular class of 
the inexhaustible and universal tensions which lend them-
selves to treatment in the lyrical mode. 
18. Hans Riebel, Poesie und Politik. Die Poetik Hans 
Magnus Enzensbergers im Konflikt zwischen l'art pour 
l'art und Engag~ment, Projekt Deutschunterricht 8. 
Politische Lyrik, hrsg. von Bodo Lecke in Verbindung 
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